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7Introduction
From 9 March 2000 until 21 October 2001, the Smithsonian Institution’s National 
Museum ot American History, in Washington, D. C., will be staging an exhibition 
entitled Piano 300. 'Celebrating three centuries of people and pianos’, Piano 300 details 
'the birth of the piano and its three hundred years of influence’ (Erixon-Stanford 2000, 23 
March, [Online] Available: http://www.piano300.org/intro.htm). The invention of the 
piano by Bartolomeo Cristofori (1655-1732) in Florence around 1700 was a watershed in 
the history of music. The instrument’s development and rise in status over the past three 
hundred years is a remarkable story. Interestingly, however, about the same time, another 
instrument, much older than the piano, was reborn and since its reconstruction nearly 
three hundred years ago, has experienced dramatic evolution.
Among the most ancient of instruments, the harp's longevity alone makes it 
worthy of respect. Moreover, in its various forms, it has contributed significantly to the 
music of many of the world’s diverse cultures, past and present. To date, however, its 
history remains practically unknown. It is a topic about which few musicologists can 
speak with any real authority and on which only a handful of books have been written.
Notwithstanding, in recent times, scholars and researchers have taken an interest 
in, and have uncovered information about, the harp, publishing their findings in journals 
or presenting them in seminars, forums, and exhibitions. However, most of this research 
addresses the instrument’s ancient, medieval, Renaissance, or Baroque history, or its 
history with respect to a particular people, such as the Spanish. A sizeable portion of its 
narrative -  the last three hundred years -  remains largely untold.
8The aim of this thesis is to reveal the last three hundred years of the harp’s 
history. Specifically, this paper explores the development of the pedal harp, from its 
creation around 1720 to the present. This study is critical and timely: as the 300th 
anniversary of the creation of the pedal harp approaches, it is of great importance that 
scholars discover and remember the birth and development of this harp and appreciate the 
cultural contributions made by the instrument and by those who have played it.
This work is unique with respect to other recent scholarship on the history of the 
pedal harp. While a substantial number of contemporary scholars have delved into the 
three hundred-year history of the instrument, most have opted to work within narrower 
parameters. They have confined their study largely to one specific aspect of the harp’s 
history, for example a particular facet of its construction, the music written for it in a 
certain era, harps from a specific geographic region, or biography.
Departing from this tack, this thesis reconstructs a more extensive history of the 
pedal harp over the said timeframe. With the exception of Roslyn Rensch, no well- 
known researcher on the harp has written a comprehensive history of the instrument.
Even so, this work differs with respect to Rensch’s work Harps and Harpists in two 
important ways. First, this project takes the form of both an in-depth written history and 
an abridged virtual exhibition. Second, this thesis concerns change: in addition to a 
unique discussion of the pedal harp’s structural modifications, it also speculates on the 
instrument’s future.
While there is a great deal of dependence on a relatively small number of pivotal 
works and publications, this thesis is unmistakably the result of original research and 
planning. Given the parameters of the task, the objective was not to examine large 
volumes of primary source materials or to conduct field research abroad but rather to pull
9together a wide yet cohesive array of information on the pedal harp from a diversity of 
readily accessible sources into an approachable and interesting history for the general 
reader. While geographic location limited the use of some sources -  additional 
periodicals, for example -  the information found in the most authoritative references and 
materials were, in large part, gathered from articles in The American Harp Journal, 
which has been used extensively in this analytical study. Hence, this thesis is largely a 
very carefully compiled reconstruction and fresh reinterpretation of the pedal harp’s 
history based on the best and most respected published sources. This work purports not 
to be a new history but rather an originally constructed one.
As stated above, this thesis will take the form of both a bound written document 
and an abridged virtual exhibition posted on the internet. Differing markedly from other 
exhibitions in which the pedal harp is one of several instruments on display, or in which 
the emphasis has been placed on other types of harps -  Celtic varieties, for example -  the 
focus of this study is the pedal harp. In the absence of such an undertaking previously, 
this thesis-virtual exhibition recounts and analyses specifically the pedal harp's history 
and speculates about its future. While the pedal harp has experienced dramatic evolution 
over the past three hundred years, further change lies ahead.
This thesis-virtual exhibition is comprised of eight sections or rooms. The first 
section, ‘Genesis: The Harp, from Antiquity to the Baroque Era’, provides information 
about arched and angular harps and briefly traces the history of the frame harp -  the 
family that includes the modem pedal harp -  from its origins in the first millennium AD 
to its state by the middle of the Baroque era. The nucleus of the exhibition, 
‘Transformation: From Hook Harps to the Modem Double-Action Pedal Harp' outlines, 
in considerable depth, the evolution of the modem pedal harp, from its creation in the
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early-eighteenth century to its form in the early-twentieth century. Because this section 
primarily relates the physical metamorphosis of the pedal harp, the instrument’s history is 
discussed with respect not only to Europe but also to America, where many structural 
improvements were made in the first half of the last century. In addition, because this 
second section comprises the core of the exhibition and served as the basis for the thesis, 
it is justifiably one of the longest sections. ‘Harp Music and Methods in the Eighteenth 
and Nineteenth Centuries’ follows naturally from the second section, because the music 
performed on the harp changed in tandem with the instrument’s structural evolution.
‘Life of Influence: The Impact of Carlos Salzedo (1885-1961) on the 
Development of the Harp’, the fourth room, details the life and career of the early- 
twentieth-century virtuoso harpist, composer, and teacher who modernised the image of 
the instrument and brought it into the twentieth century. The scholarship of Dewey 
Owens has been particularly valuable for the writing of this section, as it remains the only 
extensive biography on arguably the most important harpist-composer of the last century. 
In this section, aspects of Salzedo’s personal life are discussed, as no biography on this 
multi-faceted figure would be complete without such personal references. Room five, 
‘Chrysalis: Brave New World for the Harp’, delineates the formation of community 
within the harp world and the increase in exposure of the instrument in the twentieth 
century.
The sixth section, ‘Wall of Fame’, profiles twenty-one select harpists from the 
eighteenth, nineteenth, and twentieth centuries who significantly raised the status of their 
instrument and thus helped enhance its future. This section, the longest, demonstrates 
biographically the breadth of impact left on the harp world by some of its greatest 
advocates. The written legacy of Wenonah Govea, who has assembled the only bio-
11
critical reference text on nineteenth- and twentieth-century harpists, has been invaluable 
in the development of this section, as have numerous articles published in The American 
Harp Journal.
In the seventh room, ‘Conclusion: The Harp in the Twenty-First Century’, the 
instrument’s twenty-first-century promise is discussed, surveying issues that have yet to 
be addressed by the harp community and offering insights as to what the harp world may 
look like in the new century. Room eight, ‘Soundtrack’, provides visitors to the internet 
site with a more palpable understanding of how harp music has evolved over the 
centuries. Eleven musical excerpts from different historical periods and twentieth- 
century decades comprise this section. Each work and excerpt has been carefully chosen 
to represent its particular era. Furthermore, each exemplifies a new way in which harp 
music evolved during the given time period. While the excerpts may be heard in the 
virtual edition, the importance of each work is discussed only in the written thesis.
While the written thesis is intended for readership at the tertiary level, the virtual 
exhibition is aimed at a readership of mid-secondary school level. Although a 
dichotomy, these two quite different methods of communication have been chosen in 
order to provide the reader and general public alike with a detailed, lucid history of the
modern pedal harp.
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Genesis: The Harp, from Antiquity to the Baroque Era
Archaeological excavations provide evidence that the harp played a significant 
role in the cultural lives of the world’s earliest civilisations. Over the course of its 
history, the instrument evolved structurally and migrated from Mesopotamia and Africa 
to Europe and Asia. While the two most ancient types of harps -  arched and angular 
harps -  have retained virtually their same structures, the third type -  and the focus of this 
study -  the younger frame harp, has experienced the greatest evolution with respect to its 
construction. Specifically, the frame harp, the most advanced family of harps, evolved in 
order to keep pace with Western musical trends. However advanced the frame harp had 
become by the Baroque era, its most successful state was yet to come.
Harps of Antiquity
Archaeologists have discovered evidence of the harp in ancient Mesopotamia, 
where proof of its cultural significance survives on clay tablets, limestone plaques, seals, 
vases, and in relief carvings dating from the third millennium BC. In addition, remains of 
actual harps have been recovered from Mesopotamia and from Egypt (Rensch 1989, p.
9). In northeastern Africa, the instrument was in use as early as Egypt’s Old Kingdom (c. 
2675-2130 BC). Depictions from the fifth and sixth Dynasties (c. 2475-2190 BC), 
preserved in sculpture and in painting, reveal most Egyptian harps of this era were bow­
shaped, having a slightly curved neck -  or string arm -  and shallow soundbox. Because 
they lacked a column -  or forepillar -  it is likely that these harps, of six to twelve strings, 
were tuned relatively low in pitch (Rensch 1989, p. 4-6).
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Illus. 1: Detail of a wall painting from the tomb of Rameses III, twentieth Dynasty, 
Valley of the Kings, Thebes. Courtesy Roslyn Rensch Harps and Harpists.
The harp appears in numerous places in the tomb paintings near the pyramids at 
Giza (Anderson et al. 1984, p. 133). One such painting, discovered in 1768 by Scottish 
explorer James Bruce in the tomb of Rameses III (c. 1198-1166 BC) in the Valley of the 
Kings at Thebes, shows two standing musicians playing tall, richly decorated ladle­
shaped harps [see Illus. 1]. By the New Kingdom (c. 1520-1090 BC), a variety of harps 
were in use (Rensch 1989, p. 6). They may be grouped into two categories: arched harps, 
which include boat-, bow-, crescent-, ladle-, and spoon-shaped harps; and angular harps.
Classification of Harps
Harps are classified into three different families: arched, angular, and, frame. The 
most ancient harps are arched harps, while the most recent harps are frame harps. Arched 
harps are constructed of a single block of wood, with the neck extending from the 
soundbox, forming an arc [see Ulus. 2]. The oldest known depictions of arched harps are
14
Illus. 2: Painting of an arched harp (far left) from the tomb of Rekhmire, eighteenth 
Dynasty, Valley of the Kings, Thebes. Courtesy Roslyn Rensch Harps and Harpists.
from Sumer and Egypt and date from about 3000 BC (Britannica.com © 2001, [Online] 
Available: http://www.britannica.comV Actual extant harps date from about 2500 BC 
(Anderson et al. 1984, p. 133).
In contrast to arched harps, angular harps are clearly made of two pieces of wood. 
The two pieces, a cylindrical neck and a soundbox, meet to form either an acute or right 
angle [see Illus. 3]. Soundboards on angular harps are made from animal hide. The 
oldest surviving representations of these harps date from Mesopotamia about 2000 BC 
(Britannica.com © 2001, [Online] Available: http://www.britannica.com). The oldest
known European depictions of angular harps are found on ancient Greek urns and in 
statuettes (Rensch 1989, p. 18). Depictions have also been found in Asia, where the 
instrument was taken from Mesopotamia and Africa by migrants and traders via the Silk 
Route, as far away as Siberia’s High Altai Mountains, China, and Myanmar (Rensch
1989, pp. 22-26).
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Illus. 3: Terracotta plaque depicting an angular harp, c. 2025-1762 BC, 
Ischali (Iraq). Musee du Louvre, Paris. Courtesy Roslyn Rensch Harps and
Harpists.
In contrast to both arched and angular harps, frame harps are comprised of three 
conjoined pieces of wood: a soundbox; a neck -  or harmonic curve; and a column. 
Together they give the harps a tripartite structure [see Illus. 4]. With the addition of the 
column, these harps are much sturdier than arched and angular harps. Moreover, they 
can withstand greater string tension, thus increasing the tonal range on these instruments.
While arched and angular harps have contributed significantly to the cultures of 
many peoples around the world, this study explores the evolution of the modern pedal 
harp. Thus, the frame harp, from which the modem pedal harp evolved, will henceforth 
be the focus of our attention.
The Medieval and Renaissance Harp
The origins of the frame harp in Western Europe are unknown. The most popular 
speculations are that it was brought to Europe by westwardly migrating tribes, such as the 
Celts, or that it developed indigenously (Britannica.com © 2001, [Online] Available:
16
http:/'/www.britarmica.com). Most information on the medieval Western European harp 
comes from depictions in predominantly Christian art and literature. Representations of
Illus. 4: Christian iconographic depiction of King David playing a frame harp. 
Hunterian Psalter, folio 21 v, c. 1170. Glasgow, University Library, MS U.3.2; 
formerly York Psalter. Courtesy Roslyn Rensch Harps and Harpists.
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King David, the most common theme in which the harp is depicted, are found in 
illuminated manuscripts, intarsias, prints, psalters, relief carvings, stained glass, wheel 
crosses, and on tapestries, tiles, and metal work [see Illus. 4]. While the earliest known 
examples in manuscript form come from the Utrecht Psalter, of ninth-century Carolingian 
origin, where harps are depicted on numerous folios, the earliest relief carvings of the 
instrument date from the late-eighth century (Rensch 1989, p. 30, 35).
Medieval harps were comprised of a slender and straight -  or slightly incurved -  
neck, joined at the narrower end of an expanded soundbox by a slim shoulder -  or shank 
or short bar -  and a slender, slightly outwardly curved column. Soundboxes were often 
hand painted or decorated with gems, and both ends of the column were often 
embellished with zoomorphic heads. Comprised of thirty strings, these harps were small 
enough to be played on the lap (Rensch 1989, p. 68). The medieval frame harp was 
considered to be ‘developed’ because of its rounded shoulder and upwardly curved neck, 
both of which showed ‘a valid advance in harpmaking’ (Rensch 1989, p. 58). By the 
thirteenth century, the extension of the neck upward was more pronounced, allowing for 
longer string length and thus an extended bass register (Anderson et al. 1984, p. 136).
Medieval Irish harps had a more massive soundbox than did their continental 
cousins, in order to withstand tension from upwards of forty-three strings, all of which 
were made of metal. The column, which was very strongly bowed, was attached to the 
neck with metal bands. The oldest extant medieval harps in Great Britain are the Brian 
Boru harp at Trinity College, Dublin, and the Queen Mary and the Lamont harps, both 
now in the collection of the National Museum of Antiquities, Edinburgh [see Illus. 5].
All three harps date from the fourteenth and fifteenth centuries (Rensch 1989, p. 114).
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Medieval and Renaissance harps were made of various types of wood, including 
maple, oak, pear, and willow (Rensch 1989, p. 130). Strings were made of horsehair, 
metal, and -  predominate by the sixteenth century -  sheep gut (Britannica.com © 2001,
Illus. 5: The Brian Boru harp, Trinity College, Dublin. Photo courtesy 
Roslyn Rensch Harps and Harpists.
[Online] Available: http://www.britannica.com: Rensch 1989, pp. 90, 94). Tuning pins -  
or pegs -  were commonly made of animal bone (Anderson et al. 1984, p. 137).
19
Gothic and Baroque Frame Harps
The Gothic harp emerged around 1400 and was in vogue until the seventeenth 
century (Rensch 1989, p. 68). Characterised by its slender form and pointed finials -  at 
the junctions between neck and column and neck and shoulder -  the late-Gothic harp was 
comprised of an extremely shallow, narrow soundbox and a slightly curved neck and
Illus. 6: Angel playing a Gothic harp. Detail from Madonna and Child with Angels, 
about 1475, by Hans Memling (14307-94). Oil on wood. Mellon Collection, National
Gallery of Art, Washington, D. C.
column [see Illus. 6]. The near-vertical soundbox and column were almost equal in size, 
giving the harp isoscelean dimensions. While the Baroque harp differed little with 
respect to form from the Gothic harp, its dimensions were greater, making the instrument 
sturdier. In addition, its column and neck were more ornate [see Illus. 7].
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Illus. 7: King David playing a Baroque harp. Detail from King David in the Temple 
by Pieter Lastmann (1583-1653). Braunschweig Gemälde-Galerie, Munich. 
Courtesy Roslyn Rensch Harps and Harpists.
Chromatic and Lever Harps
During the Renaissance, music became increasingly more chromatic. In order to 
achieve chromaticism on the diatonically tuned harp, strings were either pre-tuned or 
tuned in mid-performance. To accomplish the latter, the musician would either use the 
tuning key or apply pressure with his or her finger on the string near the neck or 
soundboard (Rensch 1989, p. 98-99). All three methods were disruptive and time- 
consuming. Due to its chromatic limitations, the harp’s popularity waned in favour of 
keyboard instruments and the lute (Anderson et al. 1984, p. 140; Rensch 1989, p. 96).
In order to counter this trend and meet the demands of contemporary music, 
harpmakers invented the chromatic harp -  harps with two or more rows of strings [see
21
Illus. 8]. These harps were comprised of a row of strings tuned diatonically and another 
row, or partial row, tuned chromatically. The double harp -  one of the names given these 
instruments -  existed in Spain as early as the fourteenth century (Rensch 1989, p. 103). 
By the sixteenth century, triple harps were in use (Anderson et al. 1984, p. 143).
Totalling upwards of seventy-five to ninety-five strings in three rows, the outer two rows 
on these harps were tuned diatonically while the inner row was tuned chromatically 
(Anderson et al. 1984, p. 145; Rensch 1989, p. 102). While chromatic harps obviated 
pre- and mid-performance tuning, they were more difficult to build and demanded an 
extremely awkward playing technique.
In order to circumvent the chromatic harp’s many problems, lever -  or hook -  
harps were invented in the latter half of the seventeenth century in the Austrian Tyrol 
(Anderson et al. 1984, p. 145; Rensch 1989, p. 134) [see Illus. 9]. A row of strong, metal 
hooks was inserted along the left side of the neck of a diatonically tuned harp, just below 
the tuning pins. When turned manually against a string, the hook would raise that string’s 
pitch by a semitone. The hooks, which were originally ‘U’-shaped, were first used in the 
middle registers. Initially, they could swivel either way; thus, only three hooks per 
octave were needed, between the C and D, F and G, and A and B-flat strings (Rensch 
1989, p. 134).
For all their benefits, hook harps were also highly problematic. They too proved 
inadequate as music became increasingly more chromatic. If the harp were to keep pace 
with the evolution of music, a revolution in the way it produced chromatic pitches, and 
thus the way it was constructed, would be needed. By the end of the Baroque era in 
Europe, the harp world was moving toward a paradigm shift.
22
Illus. 8: King David playing a chromatic harp. Painting by Domenico Zampieri
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Illus. 9: Hook harp by Martin Eggert, Wertigan, early eighteenth century. Crosby 
Brown Collection, Metropolitan Museum of Art, New York. Photo courtesy Roslyn
Rensch Harps and Harpists.
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Transformation:
From Hook Harps to the Modern Double-Action Pedal Harp
From Hook Harps to the Single-Action Pedal Harp
Although the seventeenth-century hook system was relatively technologically 
advanced, there were several intolerable drawbacks. First and of utmost importance, the 
system remained ineffectual in affording the instrument the ability to play in all major 
and minor keys. Second, because the hooks were operated manually with the left hand, 
that hand was prevented from play temporarily, so that it could turn the lever and thereby 
raise the pitch of a particular string. Third, only one string could be sharpened at a time. 
As a result of these encumbrances, harpists were confined to playing less-chromatic 
works. Fourth, when the levers engaged the strings, they took them out of plane with the 
other strings, further complicating play. Fifth, when strings engaged by the levers were 
played, a buzzing sound would often result. The source of the buzz lay in the fact that the 
strings did not rest securely in the hook notches. Finally, the lives of new strings were 
dramatically shortened as a result of frequent contact with the sharp grove of the metal 
levers. To surmount the failures of the manually operated sharpening system, ideas for a 
pedal-operated mechanism were conceived.
Shortly before 1720, just such a system was developed (Rensch 1989, p. 153). In 
lieu of manual operation, the hooks were connected to pedals via a link mechanism. This 
new system comprised wires, which ran the length of the soundbox and linked the pedals 
below to a hook-turning mechanism on the right-hand side of the harp’s neck. Later, the 
wires were housed in the interior of a hollow column.
While the exact date and inventor of the first pedal harp are not known, Jacob 
Hochbrucker (c. 1673-1763), a musical instrument maker from Donauwörth, Bavaria, is
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often credited with its creation. However, Paul Vetter in Nuremburg and Johann Hausen 
in Weimar also may have been involved in the invention of a pedal harp around this time 
(Rensch 1989, p. 153). Although Simon (1699-c. 1750), Hochbrucker's son and one of 
the first pedal harp virtuosos, states in an undated collection of Ariettes, that his father 
invented the pedal harp in 1697, several other eighteenth-century harpists made similar 
claims, avowing they or their teachers were the actual inventors of the instrument 
(Anderson et al. 1984, p. 146).
Initially, Hochbrucker’s new harp came with five pedals, connected to all the 
hooks for the C, D, F, G, and B strings via the link mechanism. By 1720 he had 
increased the number of pedals to seven, one for each pitch name in the diatonic scale 
(Rensch 1989, p. 153). The new system worked in the following manner: each pedal, 
capable of being set into two positions [see Fig. 1], was connected to all the hooks ofthat 
same pitch name. When depressed, it turned simultaneously all the hooks of that note, in 
all its octaves, thereby raising the strings’ pitches one semitone. For example, when the 
C pedal was depressed, all the hooks acting on the C strings turned, sharpening every C 
string by one semitone. When the harp was tuned to the key of E-flat major, with all 
pedals in the top position, it could be played in eight major and five minor keys, using 
various pedal configurations.
Fig. 1: Pedestal -  or base -  of a single-action pedal harp, showing the two positions 
allocated to each pedal. Diagram courtesy Roslyn Rensch Harps and Harpists.
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The development of a new harp with a revolutionary mechanism necessitated 
changes in the way harps would be constructed henceforth. A new pedestal -  or base -  
was added at the lower end of the harp to support the column and soundbox and to house 
the seven pedals. The pedals were arranged in the following manner from left to right: 
D-C-B-E-F-G-A. The first three were placed on the left-hand side of the pedestal and 
were operated by the harpist’s left foot. Similarly, the remaining four were placed on the 
right-hand side of the base and were operated by the harpist’s right foot [see Fig. 2]. The 
column was now, by necessity, absolutely straight and hollow in order to house the seven 
metal pedal rods which, replacing the wires, connected the pedals to the mechanism.
Fig. 2: Traditional pedal order. Diagram courtesy Roslyn Rensch Harps and
Harpists.
The juncture of the capital -  the bulbous top of the column -  and the neck was 
now well above the juncture of the body and the neck, commonly referred to as the 
kneeblock. (This gave the instrument’s neck its curvilinear shape.) The soundbox 
became more lute-shaped and came with five large soundholes in the back. The 
soundboard, which served as a thin, flexible lid for the soundbox -  and together, they
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form the harp’s body -  was constructed with the wood grain running horizontally. It was 
often pierced with tiny soundholes arranged in circular patterns for greater amplification. 
Catering to the wishes of the aristocratic women who popularised the instrument, luthiers 
of the Baroque era began to make harps with ornately carved, gilded columns. The 
capitals became elaborately shaped scrolls, and the soundboards were decorated with 
hand-painted floral or mythological motifs [see Illus. 10].
Simon Hochbrucker brought his father’s harp to Vienna in 1729 and to Brussels 
in 1739. Twenty years later, a similar harp was played in Paris by the German harpist 
Georg Adam Goepfert (c.l727-c.l809), who claimed to have invented it (Anderson et al. 
1984, p. 146; De Genlis 1811//? 1974, p. 2). Shortly thereafter, the new pedal harp began 
to appear throughout Europe (Zingel 1992, p. 3). It achieved its greatest success, 
however, in Paris. When France’s new dauphine, Marie Antoinette, a harpist, arrived in 
Paris in 1770, she greatly elevated the stature of the new Lharpe ä simple mouvemenf} 
The instrument soon became fashionable as eighteenth-century French female nobles and 
aristocrats rushed to imitate the illustrious dauphine. When Antoinette sat for a portrait 
with her harp, many other noble and aristocratic females followed suit, posing beside 
harps, regardless of whether they actually played the instrument (Govea 1995, p. 44). It 
soon became an essential ‘decorative element, indeed a requisite of the most elegant 
Parisian salons’ (Anderson et al. 1984, p. 146; Zingel 1992, p. 4). Because the French
1 Much is known of Marie Antoinette’s harp playing. She appears to have been quite a skilled harpist. She 
took long harp lessons every day, and in a correspondence to her mother, the Empress of Austria, she 
mentioned that she had remained faithful to her harp (Rensch 1989, p. 158).
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Illus. 10: Single-action pedal harp by Georges Cousineau (1733-C.1799), late 
eighteenth century. Victoria and Albert Museum, London. Photo courtesy Roslyn
Rensch Harps and Harpists.
court set the standard for all European courts, the harp’s popularity soon spread to other
countries [see Illus. 11].
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Further raising the status of the instrument, an influential late-eighteenth-century 
French harpist, Madame de Genlis (1746-1830) became the royal governess to Louis 
Philippe. In addition to those she gave her royal charges, she may have given harp 
lessons to Thomas Jefferson’s daughter Martha, whom she also educated (Rensch 1969, 
p. 129). Other famous harpists include Empress Josephine, of Napoleon’s first empire; 
her daughter Hortense, Queen of Holland; and the mother of Queen Victoria’s consort, 
Prince Albert (Rensch 1989, pp. 162, 187).2
Paris was not only the nucleus of the harp world, as many harpists and harpist- 
composers converged there, but also the place where all the most significant 
improvements to the instrument’s mechanism were devised (Anderson et al. 1984, p.
146). Late in the eighteenth century, Jean-Baptiste Krumpholtz (1745-1790), at one time 
the most celebrated harpist in Paris, recommended to luthiers the addition of an eighth 
pedal. This pedal, known as the swell pedal, was designed to control the amount of 
sound that emerged from the instrument. The pedal was connected to shutters set in the 
five large soundholes at the back of the soundbox. When the pedal was operated, the 
shutters either opened or closed, thereby controlling the instrument’s resonance. Another 
long iron lever, located at the lower end of the soundboard just behind the base of the 
column, operated a string-muffling device installed along the rib, the centre strip of the 
soundboard. Few harps, however, were made with the swell pedal: the shutters were 
found not to affect significantly the volume emanating from the instrument.3
2 Evidence also supports the claim that Haydn’s father, Mathias Haydn, played the harp (Rensch 1989, p. 
172).
’ However, one built by the harpmaking firm of Jean-Henri Nadermann (1735-1799), perhaps the greatest 
advocate of the single-action pedal harp, is housed in London’s Victoria and Albert Museum. Another is 
housed in Vienna’s Museum für Angewandt Kunst (Rensch 1989, p. 173). Other harps in the collections of
30
Illus. 11: Jane, Countess of Eglinton, with a Harp (1777). Portrait by Sir 
Joshua Reynolds (1723-92). Thomas Agnew & Sons, Ltd., London. Courtesy
Rosyln Rensch Harps and Harpists.
other museums clearly reveal that they, at one point, had the eighth pedal, but the pedal and shutters were 
subsequently removed and the pedal hole closed.
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While Parisian luthiers made important improvements to the single-action pedal 
harp's mechanism, they continued to use crochets, the French version of the hook 
mechanism, invented by Jean-Henri Nadermann (1735-99), involving right-angled, rather 
than ‘U’-shaped, hooks to raise string pitches by a semitone. However, when the pedals 
were depressed, the crochets engaged the strings horizontally, pressing them in toward 
the neck against a fixed nut [see Fig. 3]. The result was two-fold: a rather dull sound, in 
comparison to the open strings, and an undesirable buzzing noise. In addition, the strings 
thus sharpened were pushed out of vertical alignment.
Fig. 3: Nadermann’s crochet mechanism on the single-action pedal harp.
Diagram courtesy Roslyn Rensch Harps and Harpists.
To rectify this problem, Georges Cousineau (1733-c. 1799), another important 
Parisian pedal harp maker, and his son Jacques-Georges (1760-1824) invented the 
bequille system, which involved placing a pair of crutch-ended levers on either side of 
each harp string. When a pedal was depressed, one lever would turn clockwise, the other, 
counterclockwise, locking strings into a tighter, firmer position and reducing the
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aggravating buzz [see Fig. 4]. Around 1782 Georges Cousineau invented a kind of 
double-action pedal harp that could play in all keys when tuned to the key of C-flat 
major. This version, however, comprised a bewildering fourteen pedals. As it did the 
activity of so many other luthiers who were trying to develop a completely chromatic 
pedal harp at the time, the French Revolution disrupted Cousineau’s work on the 
invention of a double-action pedal harp (Rensch 1989, pp. 157, 180).
Fig. 4: Cousineau’s bequille mechanism on the single-action pedal harp.
Diagram courtesy Roslyn Rensch Harps and Harpists.
Although a vast improvement over the seventeenth-century lever harp, the single­
action pedal harp continued to be enormously problematic. First, the instrument still was 
incapable of playing in every key. Second, the hooks -  both Nadermann’s crochets and 
Cousineau"s bequilles -  used on single-action pedal harps would produce a buzzing 
sound. Finally, and perhaps most troubling of all, the hooks continued to cause frequent 
string breakage. The situation was quickly becoming a crisis, as is evident in the words 
of Madame Krumpholtz. Frustrated with the drawbacks of Nadermann’s crochet and
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Cousineau's bequille systems, the harp virtuoso and wife of Krumpholtz vowed she 
would no longer perform publicly if harpmakers did not remedy the problem (Rensch 
1969, p. 101).
The Modern Double-Action Pedal Harp
Strasbourg-born harpsichord and pianoforte maker, Sebastien Erard (1752-1831), 
was also working in Paris on the complex problem of making the harp a fully chromatic 
instrument, one capable of playing in all keys. During the French Revolution, he moved 
to London, where he re-established his firm and resumed his work.
Among Erard’s numerous improvements to the single-action pedal harp’s 
mechanism was his abandonment of the lutelike staved body of the harp; instead, he 
constructed a body comprised of two separate sections: a soundboard of Swiss pine and a 
rounded soundbox strengthened by inner ribs. Again for added strength and stability, he 
constructed the harp’s neck of several pieces of wood. Instead of hollowing out the 
laminated neck -  in order to house the mechanism, as luthiers before him had done -  he 
made the mechanism independent of the harp’s frame entirely, placing it just below the 
neck. He attached brass plates to either side of the neck, which, in addition to 
strengthening the neck, served as a concealing mount for the mechanism. Moreover, 
although he retained their order around the base, he improved the construction of the 
pedals. Erard’s contributions to the single-action harp thus led to a sturdier instrument.
Perhaps his greatest improvement was the development of the fourchette, or 
forked disc, mechanism, which, although slightly modified, is still in use today. The 
forks were two prongs mounted onto a small brass disc, which itself was screwed onto
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Fig. 5: Erard’s fourchette mechanism on the single-action pedal harp. Diagram 
courtesy Roslyn Rensch Harps and Harpists.
the brass plates attached to the neck. When turned by operation of the pedals, the two­
pronged discs pressed against the strings firmly on opposites sides, raising pitches by one 
half-step but without pulling strings out of vertical alignment and thus without adversely 
affecting their tone quality or shortening their life [see Fig. 5]. Erard received the first 
English patent ever granted for a harp in 1794 for his work on the single-action 
instrument (Rensch 1989, p. 181).
However much improved the single-action pedal harp had now become with 
regard to its construction and mechanism, the problem of chromaticism still remained. 
Back in Paris in 1796, Erard began work on a seven-pedal double-action harp. On 18 
June 1801 he obtained a patent for a mechanism that made it possible to produce three 
pitches on one string. This first attempt, however, proved unsatisfactory, as the tuning 
pins literally wound up the strings from flat to natural to sharp.
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Fig. 6: Erard’s fourchette mechanism in pairs on the double-action pedal 
harp. Diagram courtesy Roslyn Rensch Harps and Harpists.
In 1810, after much experimentation, Erard took out another patent for a double­
action mechanism using his fourchettes in pairs (Anderson et al. 1984, p. 147; Rensch 
1989, p. 181) [see Fig. 6]. Erard redesigned the mechanism, providing three notches in 
the base for each pedal instead of the two allotted for on the single-action pedal harp. 
When a pedal was depressed once, into the middle pedal notch, all the discs operated by 
that pedal rotated. However, only the top discs engaged the strings and raised their 
pitches by one half-step, for example, from A-flat to A-natural. The bottom discs rotated 
45 degrees but did not make contact with the strings. When the pedal was depressed a 
second time, into the bottom pedal notch, the lower discs rotated a final 35 degrees to 
engage the strings, raising the pitches of the strings by yet another half-step, for example,
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Fig. 7: Pedestal on a double-action pedal harp. Diagram courtesy Roslyn 
Rensch Harps and Harpists.
from A-natural to A-sharp [see Fig. 7]. The transformation was complete: the harp, when 
tuned to the key of C-flat major, could now play in all twenty-four keys.
Erard’s revolutionary mechanism necessitated that harps be constructed in a new 
way yet again. Erard’s harps required a higher pedestal for the extra pedal notch; other 
dimensions were increased accordingly. In addition, they were constructed with 
cylindrical capitals, in contrast to the scroll capitals of their predecessors. His first 
double-action pedal harps, built in 1811, were decorated with Greek imagery and 
comprised forty-three strings. Between 1811 and 1835, Maison Erard sold four thousand 
double-action harps [see Illus. 12].4
Catching wind of Erard’s success, most other European harpmakers began to 
imitate his invention, with the exception of the Nadermanns, who continued to produce 
the single-action pedal harp exclusively (Rensch 1989, p. 184; Zingel 1992, p. 5). Erard 
and Nadermann often corresponded about the advantages of their respective systems 
(Rensch 1969, p. 102). When Nadermann died, his sons, Henri (c. 1780-after 1835) and
4 In addition to his work on the harp, Erard extended his activity to the piano, where he made significant 
contributions to that instrument.
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Francois-Joseph (1781-1835), continued the feud with the Erard firm and its allies, often 
engaging in bitter public quarrels with Francois Fetis, a well-known music scholar and an 
advocate of Erard’s new invention (Zingel 1992, pp. 5, 7). However, by the time of 
Erard’s death and his nephew Pierre’s assumption of leadership of the business in the 
1830s, the double-action pedal harp had convincingly proved its superiority over the 
single-action model.
Most experts agreed the double-action pedal harp was indeed superior. Baron de 
Prony, a member of the Academy in Paris, pronounced it ‘one of the most outstanding 
breakthroughs in the advancement of music’ (Zingel 1992, p. 7). Among the harpmakers 
who switched to the Erard system were Dodd, Erat, Grosjean, Schweiso, and Stumpf 
(Rensch 1969, p. 102). Pierre Erard continued to build upon his uncle’s success, 
improving the construction of harps and bringing out larger models including a forty-six­
stringed Gothic-style harp. The era of the single-action pedal harp, which lasted from 
1720 to 1820, was now undeniably at an end. Only ten years after the invention of 
Erard’s harp, the single-action pedal harp had been rendered obsolete.
Feud Between the Double-Action and the Chromatic Harp
Late in the nineteenth century, the position of the double-action pedal harp was 
itself challenged by another harp, the cross-strung harp or ‘harpe chromatique sans 
pedales\ reinvented by Gustave Lyon in 1897 (Anderson et al. 1984, p. 142) [see Illus.
13]. The impetus for this harp’s invention seems to have been a performance by the 
renowned French harpist Henriette Renie. Preparing to give a recital in the presence of 
Lyon, a family friend, Renie is said to have exclaimed about her double-action harp:
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Illus. 12: Double-action pedal harp by Sebastien Erard, 1858. Photo courtesy
Roslyn Rensch Harps and Harpists.
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‘This devil of an instrument! Oh! If only it were not for these pedals!’. To which Lyon 
is said to have replied, T will make you a harp without pedals’ (Des Varennes 1984, p.7).
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Illus. 13: Pleyel chromatic harp. Photo courtesy The New Grove Dictionary of
Musical Instruments.
Contrary to Lyon’s claim, the instrument he subsequently created was not new, as 
a harp of this form had been in use as far back as the fourteenth century (Rensch 1989, p. 
103). Jean Henri Pape had patented a more recent version of the fourteenth-century 
cross-strung harp in 1843, and Lyon’s instrument was a simplified version of this updated 
model (Anderson et al. 1984, p. 142). The harp, which Lyon designed for the Pleyel 
firm, of which he was then-director, had two ro ws of strings, one corresponding to the
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natural keys on a piano, and the other, to the chromatic keys. The two ranks of strings, 
colour-coded to match the black and white keys on a piano (Rensch 1989, p. 139), were 
strung diagonally, each from the soundboard rib on one side of the harp to the tuning pins 
on the opposite harp neck side. Thus, the two orders crossed at the strings’ midpoints, 
creating an ‘X’-shape. Lyon’s harp, which aimed at tackling the problem of 
chromaticism without the complication of pedals, came with seventy-eight strings 
attached to either side of a heavy, iron-framed neck. Forty-six strings were placed on the 
left-hand soundboard rib, while thirty-two were placed on that of the right-hand side.
The Pleyel firm vigorously advocated the chromatic harp, while Maison Erard 
continued to promote its double-action harp. Some composers wrote works expressly for 
the chromatic harp, and a class was created specifically for the instrument at the 
conservatories in Belgium and Paris (Anderson et al. 1984, p. 143; Zingel 1992, p. 44).
In 1897 the Pleyel firm organised an exhibition for its harp at the World’s Fair in 
Brussels. The Erard firm was also to display its harp there, and the rival maisons found 
themselves side-by-side. Ironically, Renie was engaged by the Erard firm to represent it, 
while Risler (the brother of the pianist) represented the Pleyel firm. Renie had opted to 
continue performing on the Erard model because she felt Lyon’s harp produced a poorer 
sonority (Govea 1995, p. 233). When Renie -  a far superior harpist -  played at the same 
time as Risler, ‘both the harpist and the chromatic harp were literally pulverised’ (Des 
Varennes 1984, p.7).
Undaunted, in order to showcase its new harp, Maison Pleyel, Wolff, & Company 
commissioned Claude Debussy to compose a concerto, his Danses sacree et profane 
(1904), for chromatic harp and string orchestra. Following suit, the Erard firm
commissioned Maurice Ravel to write a substantial work for its double-action harp, his 
Introduction et Allegro (1906), for harp, flute, clarinet, and string quartet.
Despite the great sum of money used to promote the chromatic harp, the 
investment proved disastrous. Before long, the shortcomings of Lyon’s cross-strung harp 
became obvious. First, it was a large task to tune all seventy-eight strings and a huge 
obstacle to play them on two separate, diagonal planes. Second, the chromatic harp was 
inferior with respect to colour and sonority. Ironically, the extremely heavy chromatic 
harp produced a sonority that was noticeably ‘thin and frail’ (Anderson et al. 1984, p. 
143). Furthermore, the only glissandos that were possible on the chromatic harp were the 
C-major scale and the pentatonic scale; and the latter was quite difficult to execute. 
Finally, music for the chromatic harp was shown to be easily adaptable to the pedal harp 
with negligible loss of musical substance (Zingel 1992, p. 44). Thirteen years after the 
1897 World’s Fair, Renie arranged for pedal harp the Debussy Danses, which arguably 
had been the best work in the chromatic harp’s repertoire.
The contest between the chromatic harp and the pedal harp ended early in the 
twentieth century. Erard's invention again proved victorious over its competitor. By 
Lyon’s death in 1936, his harp had been completely abandoned except at the 
conservatory in Belgium, where classes continued until 1953 (Anderson et al. 1984, p. 
143). Today, the chromatic harp is practically forgotten; it remains all but a memory of a
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by-gone era.
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The Harp in America
The European pedal harp appears early in the colonial history of the United States 
of America. Benjamin Franklin played the harp, as did Louisa Catherine Johnson 
Adams, wife of John Quincy Adams, America’s sixth president (Rensch 1969, p. 107; 
Rensch-Erbes 1986, p. 27). An oil painting attributed to Charles Bird King of Mrs. J. Q. 
Adams with her harp is housed in the Smithsonian Institution, in Washington, D. C.5 As 
seen in the detailed painting, Mrs. Quincy Adams’s harp is an Erard single-action pedal 
harp with forty-one strings and with its typical three-dimensional rams head decoration 
(Rensch-Erbes 1986, p. 28). In addition to these two well-known colonial Americans, 
evidence suggests that the surveyor for New York City was also a harpist (Rensch 1989, 
pp. 220-21). Moreover, Thomas Sully’s famous 1818 portrait of a Maryland woman, 
Eliza Ridgely -  also in the collection of the Smithsonian Institution -  verifies the pedal 
harp's place in colonial America [see Ulus. 14].
The earliest concert listings of harp performances in America date from the 
1790s. In all probability, most of the performers on these concerts were refugees from 
the French Revolution (Rensch 1989, p. 222). Music played on the European pedal harp 
was most likely limited to original compositions by European harpists or adaptations 
made by them of popular airs and keyboard music (Anderson et al. 1984, p. 149; Rensch 
1989, p. 223).
The first European pedal harp maker to come to America appears to have been 
John Face Brown, who immigrated in the 1830s and established his firm in New York
5 Often, Louisa would sing for her husband while accompanying herself on the harp or piano, popular 
pastimes for affluent women of her day in both America and Europe. In these domestic concerts she would 
often perform works by Handel, her husband’s favourite composer (Rensch-Erbes 1986, p. 28).
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City. His harps were particularly popular with southern plantation owners (Rensch 1989, 
p. 223). In 1856 Franz Rudolph Wurlitzer, a crafter of musical instruments, founded the 
Rudolph Wurlitzer Company in Cincinnati (Palkovic 1986, p. 16). Four years later, he 
opened a branch store in Chicago. In 1864 George Washburn Lyon and Patrick J. Healy 
founded Lyon & Healy in Chicago, originally as a sheet music outlet for the Boston 
publisher Oliver Ditson (Weidensaul 1979, p. 5). Later, Lyon & Healy became the 
principal importer of European harps to America (Rensch 1969, p. 133).
The Wurlitzer Company’s interest in the harp burgeoned in 1905, when it began 
selling the Whitlock automatic -  or self-playing -  harp, one of a line of other automatic 
instruments, which had been popular since the 1880s (Palkovic 1986, p. 17). This 
venture ended after only six years. However, in 1909, the company produced its first 
pedal harp. They proudly advertised it as ‘the costliest harp in the world’ (Palkovic 1986, 
p. 20). The company had long been importing European harps. Constant repairs on these 
harps signalled the need for a sturdier instrument, one able to both withstand the 
pressures of climate and meet the demands of contemporary music (Palkovic 1986, p. 20). 
In 1915 the Wurlitzer pedal harp was awarded a medal of excellence at the Panama- 
Pacific Exposition in San Francisco (Palkovic 1986, p. 22).
Lyon & Healy introduced its first double-action pedal harp in 1889. It had long 
been a dream of Healy to invent ‘the finest harp the world had ever seen’ (Weidensaul 
1979, p. 5). Lyon & Healy harps were sturdier than their European counterparts and 
featured a number of mechanical and structural improvements, under eight patents 
(Weidensaul 1979, p. 6). They made the mechanism less noisy and simplified it, 
although there were still some two thousand moving parts. Healy boasted his harp could
Illus. 14: Lady with a Harp: Eliza Ridgely (1818) by Thomas Sully (1783- 
1872). Oil on canvas. National Gallery of Art, Washington, D. C. Courtesy Roslyn
Rensch Harps and Harpists.
‘go around the world without loosening a screw’ (Rensch 1989, p. 226). The new Lyon 
& Healy harp was exhibited at the Columbia Exposition of 1893 in Chicago and was
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awarded a Grand Prize (Rensch 1989, p. 226). By 1900 Lyon & Healy harps had become 
more popular in America than European harps (Rensch 1969, p. 134).
Lyon & Healy harps and the future Wurlitzer harps were similar in many respects, 
including having a neck of several ply thickness laminated perpendicularly, brass plates 
on the neck to hide the mechanism, and a highly polished maple veneer of the body 
(Palkovic 1986, p. 21). Both makers also began increasing the width of the bottom half 
of the soundboards on their larger models, where the heavier strings needed greater 
amplification. Lyon & Healy patented this invention in 1895 (Weidensaul 1979, p. 6).
Structural differences included the fact that Wurlitzer used maple ribs within the 
soundbox while Lyon & Healy used metal ribbing. Wurlitzer’s pedals were wrapped in 
leather, to reduce the level of noise heard from moving pedals while Lyon & Healy’s 
were wrapped in flannel. Moreover, Wurlitzer harps had a patented anchor and shoulder 
brace, which minimised the need for frequent regulation. In addition, the upper right- 
hand side of the soundboard on Lyon & Healy harps was bevelled, to allow for comfort 
while playing in the upper registers with the right hand. Despite their differences in 
construction, both makers contributed to the development of a harp with increased 
penetrating sound; their harps were thought to possess a brighter, clearer sonority than 
that of their European counterparts (Zingel 1992, p. 79) [see Illus. 15].
Both companies sought and were subsequently endorsed by many leading 
American-based harpists of the early-twentieth century [see Illus. 16]. Among the many 
who endorsed Wurlitzer harps were Carlos Sodero, Metropolitan Opera Orchestra; 
Marcel Grandjany, founder of the Juilliard School Harp Department; and Gertrude Ina
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Illus. 15: Worker applying a hand-rubbed finish to the body of a harp, Wurlitzer 
Harp Factory, 1929. Photo courtesy The American Harp Journal.
Robinson, New York City soloist and teacher. Among the many who favoured Lyon & 
Healy harps were Alfred Holy, Boston Symphony Orchestra; Carlos Salzedo, founder of 
the Curtis Institute Harp Department; and Salvatore Mario De Stefano, concert harpist. 
Several harpists, however, promoted both makers (Rensch 1989, p. 236).
The Wurlitzer Company rivalled Lyon & Healy for many years and produced 
harps from 1909 until about 1935, when the Great Depression of the 1930s forced it to 
cease all harp production (Palkovic 1986, p. 24). Just as it had survived the Great 
Chicago Fire of 1871, Lyon & Healy managed to survive the Great Depression by halting 
production activity on everything except harps (Weidensaul 1979, p. 8).
Both major harpmakers succeeded in making the harp accessible to and attainable 
for the general American public. In addition, they improved the Erard double-action 
pedal harp structurally and mechanically. The modem concert-grand pedal harp is
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Conclusion
After two hundred years of evolution, from 1720 to 1920, the harp was now ready 
to take on the increasingly chromatic demands of contemporary music. What had begun 
as a small, hook-turned instrument in the early eighteenth century had became a large
Illus. 16: Endorsement by Luigi Maurizio Tedeschi: ‘The Wurlitzer harp is 
the best harp in the world’. Photo courtesy The American Harp Journal.
approximately 183 cm. tall, weighs approximately 35 kg., has an extended soundboard, 
and comprises 47 strings whose total applied tension exceeds 730 kg. [see Illus. 17].
Illus. 17: The Lyon & Healy Style 23 Gold Concert Grand harp. Photo courtesy 
Lyon & Healy Pedal Harp Sales Catalogue 2001.
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instrument of immense mechanical complexity by the twentieth century. Having been 
spurred on by necessity, years of experimentation led to paradigm shifts in the fields of 
harp construction and performance technique. While numerous luthiers worked to 
improve the single-action pedal harp’s mechanism, it was Erard’s successful invention of 
the double-action model that brought the most significant changes, opening a new era in 
the history of the instrument.
Perhaps the most immediate change came in the production of new music for the 
harp. A discussion of the pedal harp’s history would be incomplete without a discussion 
of the music written for it, which evolved alongside it. A direct correlation exists 
between the development of the pedal harp and its music. Now that the instrument was 
capable of playing in every key, highly chromatic music could be and was composed for 
it. As a result, the harp’s repertoire grew, comprising works of phenomenal difficulty. 
Harp methods also emerged and evolved in tandem with the harp’s construction and its 
repertoire. Thus, it is to these important topics, harp music and harp methods, that our
attention is now turned.
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Harp Music and Methods in the Eighteenth and Nineteenth Centuries
The eighteenth and nineteenth centuries witnessed an enormous increase in the 
amount of repertoire available for the harp, the direct result of the invention of both the 
single-action pedal harp by Hochbrucker around 1720 and the double-action pedal harp 
by Erard in 1810. With the invention of these instruments came increased possibility for 
musical expression, as the harp evolved into a fully chromatic instrument. As the harp's 
potential increased, composers began to write more ambitious works for the instrument, 
abandoning conventions of style and key. The creation of the pedal harp also gave rise to 
the formulation of new techniques, which were detailed in several method books, and of a 
new identity for the instrument separate from that of keyboard instruments. The shift in 
constructional norms that began in the eighteenth century soon gave way to a shift in 
compositional and technical ones in the nineteenth century.
Eighteenth- and Earlv-Nineteenth-Century Solo and Chamber Music
Due to the restricted chromatic possibilities of late-Renaissance and early- 
Baroque harps, few solo works were written for these instruments. According to 
Agostino Agazzari in his Del sonare sopra il basso (1607), the harp instead served 
primarily as a foundation instrument, and sometimes as an ornament instrument, in 
continuo (Music 1980, p. 21). The most famous Baroque work for harp -  although also 
marked as suitable for the organ -  is Handel’s Concerto in B-flat Major.
Most eighteenth-century harp music was written for Hochbrucker’s single-action 
pedal harp (Zingel 1992, p. 3). With respect to style, harp works of the Classical era 
consisted largely of scale passages, trills and turns, spread chords, and arpeggios. Only
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two special timbrel effects were in wide use: single harmonics and muffled notes (sons 
etouffes). Modulation was unambitious, and most works were written in the keys of E- 
flat and B-flat major so as to avoid use of the problematic crochets and bequilles 
(Anderson et al. 1984, p. 149).
The best known harp works of the Classical period are C. P. E. Bach’s Sonata in 
G major (1762) and W. A. Mozart’s Concerto for Flute and Harp (1778). Well-known 
works by other composers include the concertos of Johann Georg Albrechtsberger (1773) 
and Frangois Adrien Boieldieu (1801). While these last two works are technically 
demanding, they are replete with ‘the conventional stock-in-trade of harp writing -  trills, 
arpeggio figuration and scale passages -  without any search for musical profundity or 
attempts to overcome the harmonic limitations of the single-action [harp]’ (Anderson et 
al. 1984, p. 150). The same may be said about the compositions of harp virtuoso 
Frangois-Joseph Nadermann. Succumbing to the limitations of the single-action pedal 
harp, his works modulate infrequently, employ a narrow timbrel idiom, and contain 
minimal dynamic contrast (Zingel 1992, p. 7).
Composers J.-B. Krumpholtz, Jan Ladislav Dussek, and Louis (Ludwig) Spohr 
made perhaps the most significant contributions to the harp’s repertoire during the 
Classical era (Anderson et al. 1984, p. 149). All three well understood the limitations of 
the instrument. Krumpholtz himself was a virtuoso, and all three were married to 
professional harpists. Together they produced numerous studies, sonatas, concertos, and 
duos for harp and either flute, violin, or piano.
At the beginning of the nineteenth century, harps were commonly featured in 
chamber music contexts, being paired with such melodic instruments as the cello, horn,
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and oboe (Zingel 1992, pp. 32-34, 56-57). The harp was also featured in ensemble with 
the piano.
Until the early-nineteenth century, it was common to compose works that could 
be realised on either the harp or fortepiano or harpsichord -  or even the lute -  although 
they had originally been composed for one or any of the others. A work that illustrates 
this clearly is the Simrock edition of Beethoven’s Variations on a Swiss Air, marked 
‘pour la harpe ou le fortepiano’ (Zingel 1992, p. 31). Duo works written for harp and 
piano were often marked as being suitable ‘on two harps’ or ‘on two pianos’. Many 
music publishers of the eighteenth century printed and promoted these works because 
they were found to be more profitable financially. Patrons were more interested in the 
increased applications of this type of music, and sales soared (Zingel 1992, p. 31).
Nineteenth-Century Harp Music
Erard's double-action pedal harp was indeed a watershed in the history of the 
instrument. By solving the problem of chromaticism, as the harp could now play in all 
twenty-four keys, it ‘opened up vast prospects for future harp music composition’ (Zingel 
1992, pp. 80-81). In addition to increased chromatic and timbrel potential, the 
nineteenth-century harp had a more consistent tone throughout its octaves and a richer 
sound, the result of its improved, sturdier construction (Zingel 1992, p. 25). These 
advances, in conjunction with Beethoven’s wish that ‘the time will come when the harp 
and pianoforte will be treated as two entirely different instruments’, led to the 
development of the harp along its own course, separate from that of the piano, other 
keyboard instruments, and the lute (Rempel 1982, p. 23; Zingel 1992, p. 26).
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Beethoven’s influence on the way in which pianos were constructed and played further 
widened the cleft between harps and pianos. Harp music began to develop its own 
identity, and harpists, their own technique (Zingel 1992, pp. 26, 60).
The nineteenth century experienced a great musical hegemony as the piano gained 
significant status as a concert instrument. Hence, it gradually displaced the harp as the 
preferred salon instrument (Zingel pp. 18-19, 60). Even though the chromatic potential 
of the instrument had been increased, few major composers chose to write solo works for 
the harp; instead, they began to explore the possibilities of the improved piano. Thus, 
harp virtuosos were compelled to write works for themselves and for their students 
(Zingel 1992, pp. 60-62, 82).
In fact, harp virtuosos composed the vast majority of nineteenth-century harp 
music (Zingel 1992, p. 62). Delving into the exploration of the harp’s varied tone colours 
and unusual chromatic possibilities, they abandoned the previous era’s use of close 
interval chords and Alberti basses; instead, they opted for a broader, richer style, which 
resulted in a more robust sound (Zingel 1992, p. 25). Consequently, the new, more 
sonorous Erard harp necessitated the invention of additional muffling techniques, which 
soon became effects in their own right. Because Erard harps were sturdier, pedals could 
be used more frequently, which allowed for the creation of still more sound effects 
(Zingel 1992, p. 26).
Whether to display their extraordinary technique or to showcase their improved 
instrument, virtuoso harpists wrote solo works of extreme difficulty and ones teeming 
with special effects. However, these effects were often overused to the detriment of 
substantial thematic material (Zingel 1992, pp. 34-35). One of the greatest harpists of the
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nineteenth century, Charles Oberthür (1819-1895) derided his fellow harpist-composers 
whose compositions overemphasised special effects to the neglect of musical content. In 
his treatise Theoretisch-Praktischen Anleitung sur Erlernung der Harfe, he writes:
One must always be aware that many new harpists want to surprise listeners with 
tasteless application and exaggeration of such effects. One must keep such excesses to a 
minimum and maintain good taste...it reveals a significant degree of tastelessness to find 
pleasure in effects that belong to the domain of useless tricks (as cited in and translated 
by Zingel 1992, p. 43).
However, Oberthür’s own pieces were criticised by his contemporary E.
Schneider for being ‘devoid of “any measure of artistic musicality’” (Zingel 1992, p. 42- 
43). O f Oberthür’s three hundred or so works, only a few of his etudes are used today.
Perhaps the greatest harp virtuoso of the nineteenth century was Elias Parish 
Alvars (1808-1849). Considered by many to be the founder of modem harp playing, he 
was highly praised by his contemporaries Fetis, Mendelssohn, and Liszt, the latter of 
whom he rivalled (Zingel 1992, p. 36). His compositions were lauded for their brilliance, 
sparkle, and fire [see Illus. 18]. In them, he used many visionary techniques that were 
only fully realised in the twentieth century. His writing style soon became the standard 
for Romantic harp music, due in part to his many famous published works and in part to 
his great charisma at and away from the instrument (Zingel 1992, p. 39). However, in the 
late-nineteenth century, Alvars’s virtuosic style gave way to an era of more temperate 
music characterised by the arpeggio (Zingel 1992, p. 39-40). In fact harp music reached 
its zenith in the century in the works of the late-Romantic harpists (Zingel 1992, p. 49).
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Illus. 18: Page from Elias Parish Alvars’s Concertino pour la harpe avec 
accompagnement d ’orchestre ou le quatuor, op. 34. Courtesy Hans Zingel Harp
Music in the Nineteenth Century.
Their style, however, was still one that made considerable use of full chords, drawn-out 
arpeggios, lush harmonies, and rich sound effects.
However well-intentioned their motives, nineteenth-century harp virtuosos tended 
to bring disrepute on the instrument with their music. By the turn of the twentieth
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century, their compositions, and consequently the harp, were regarded as ‘trivial’ and 
‘pretentious’ (Zingel 1992, p. 45). Most of the numerous works written by these 
virtuosos remained in the repertoire only as long as the composer appeared to perform 
them; only their etudes survive (Zingel 1992, pp. 77, 82).
Eighteenth-. Nineteenth-, and Earlv-Twentieth-Centurv Orchestral Harp Music
In the Baroque and Classical eras, given its chromatic limitations, the harp was 
seldom used orchestrally. When employed, it played the ad hoc role of ‘harmonic filler’ 
or accompaniment for mythological and Biblical figures (Anderson et al. 1984, p. 150; 
Zingel 1992, p. 61). Although J. S. Bach never wrote for the harp, Handel employed it in 
his opera Julius Caesar (1724) and elsewhere. Later, Christoph Willabald von Gluck 
used the new single-action pedal harp in his opera Orfeo ed Euridice (1762), and Haydn, 
likewise, in his Orfeo (1791).
Despite Gluck’s use of it some forty years earlier, at the beginning of the 
nineteenth century the harp still was used only occasionally in orchestral works (Zingel 
1992, p. 54). With the advent of Erard’s double-action mechanism, composers such as 
Bellini, Berlioz, Donizetti, and Rossini began to employ it more often (Rensch 1969, pp. 
158, 161). However, it was not until the 1840s that the harp became commonplace and 
easily accessible to all Western composers (Anderson et al. 1984, p. 151).
Two problems beset composers as they worked to incorporate the harp into the 
symphonic genre. First, throughout the century, non-harpist composers were confronted 
with the difficult task of composing for the instrument. Thereafter, they were faced with 
the challenge of finding harpists capable of playing the parts they had written (Zingel
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1992, p. 53). These obstacles led to experiments on a new instrument, the Harfenklavier, 
or keyed harp, which composers hoped would yield the sound of the harp without the 
logistical and technical difficulties that often accompanied it (Zingel 1992, p. 62).
By the end of the century, however, the harp had established itself within the 
orchestral milieu. Chromaticism was no longer an issue, as Erard’s harp was able to 
support the rich harmonies of Romantic music. In addition, the technical skill of many 
harpists had improved significantly, as solo and symphonic works, which benefited each 
other, became more demanding. In the last half of the nineteenth century, Verdi, Puccini, 
and other Italian operatic composers were writing substantial idiomatic parts for the harp. 
Other Romantics and Impressionists who composed orchestrally for the harp include 
Borodin, Bruch, Debussy, Enesco, Franck, Mahler, Massenet, Ravel, Saint-Saens, J. 
Strauss, R. Strauss, Tchaikovsky, and Wagner. Indeed, it is hard to find an orchestral 
score from this period that does not contain at least one harp (Rensch 1969, p. 162;
Zingel 1992, p. 54).
While the harp had achieved a respectable stature symphonically, attitudes were 
not completely favourable to the instrument. Although Tchaikovsky used the harp to 
great effect in his ballets and orchestral works, he looked with disdain on the instrument. 
According to Tchaikovsky, the harp's only real contribution to the orchestra was as 
atmosphere; he felt it unsuitable as a melodic instrument (Owens 1993, p. 95). Carl 
Nielsen went one step further, likening the harp in an orchestra to hair in soup (Owens
1993, p. 95). Thus, beyond the handful of quality harp concertos conductors were willing 
to perform at the turn of the twentieth century, the instrument was rarely used in a
featured solo capacity.
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Eighteenth- and Nineteenth-Century Harp Methods
By the late-eighteenth century, the pedal harp was no longer considered an 
instrument solely for the aristocracy. In Paris, by 1784, there were approximately fifty- 
eight harp teachers -  an enormous figure even today (Rensch 1989, p. 175). As the harp 
became accessible to the public, passing from private salons to the concert halls, and as 
technique changed to manage a new instrument and new music, method books arose.
The late-eighteenth century saw the emergence of numerous instrumental methods. To 
these were often affixed ‘elaborate, elegant, and very persuasive titles promising to 
instruct quickly, easily, and even tastefully’ (Rempel 1982, p. 15) [see Illus. 19].
Philippe-Jacques Meyer (Mayer) (1732-1819) published the first pedal harp 
method book around 1762 in Paris (Rensch 1989, p. 166). Entitled Essai sur la vraie 
maniere dejouer de la harpe, it offered instruction on the following matters: traditional 
string colouring (Cs -  red; Fs -  black; all other strings -  clear, for ease of identification); 
tuning (in the keys of E-flat and B-flat major, as they allowed for greater ability to 
modulate); and fingerings for grace notes, mordants, and trills (Rensch 1989, p. 166).
Written primarily for amateurs, harp method books are remarkably similar with 
respect to content, format, pedagogical tone, and technical difficulty (Rempel 1982, p. 
22). Authors of these instructional aides provided diagrams of the instrument, illustrating 
the names of strings, the positions of pedals, and the correct posture when seated at the 
instrument. The latter was usually demonstrated with an illustration of an elegantly 
dressed young lady or gentleman. Retaining the same model, new editions revised the 
dress plates to keep pace with current fashions (Rempel 1982, p. 18) [see Illus. 20].
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Illus. 19: Cover from Johann Baptist Mayer’s harp tutor. Courtesy The American
Harp Journal.
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Indeed, as Rempel states, ‘the beauty of the instrument was matched only by the grace of 
the performer, who could display to advantage a neat wrist, interesting profile, and well- 
turned ankle’ (1982, p. 23). Method books also contained preliminary exercises, 
preludes, short, popular airs, minuets, and progressive pieces (Rempel 1982, pp. 16, 21).
With the exception of J.-B. Krumpholtz’s tutor, most of these manuals differ little 
from then-contemporary keyboard methods (Rempel 1982, p. 22). This reflects the lack 
of differentiation that existed in the minds of most eighteenth-century Europeans between 
the harp and keyboard instruments. Indeed, Madame de Genlis applied ‘a purely 
keyboard practice to the harp’ and advocated the use of all five fingers when playing the 
instrument (Anderson et al. 1984, p. 149; Rempel 1982, pp. 21, 23; Rensch 1989, p. 165). 
In her Nouvelle Methode pour Apprendre a Jouer de la Harpe (1802), Madame de Genlis 
(181 MR 1974, p. 4) states: ‘but I repeat, all keyboard pieces can be played on the harp’. 
However, only her students and a handful of others endorsed her philosophy (Anderson et 
al. 1984, p. 149).6
While early harp method books were virtually indistinct from keyboard aides, 
methods in the nineteenth century more successfully gave definition to a separate harp 
identity. These resources listed and gave detailed explanations for the execution of new 
timbrel effects and other issues of harp technique. In addition, they comprised etudes 
more useful for harpists specifically. Thus, harp methods themselves evolved, supporting 
the change that had already occurred in the fields of harp construction and harp music.
6 Normal convention, then and now, has been to play the instrument using the first four fingers of each 
hand; the fifth finger -  or pinkie -  was excluded on account of its diminutive size and strength.
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Illus. 20: Seating and hand position, and string name template from Robert Charles 
Nicholas Bochsa’s Standard Tutor for the Harp, early nineteenth century. Courtesy
Roslyn Rensch Harps and Harpists.
Conclusion
The eighteenth and nineteenth centuries were periods of great moment in the 
history of harp music. These eras -  particularly the nineteenth century -  witnessed the 
creation of new stylistic and timbrel idioms, the formation of a distinct identity for the 
harp, the proliferation of solo and symphonic works for or including the harp -  thus 
leading to greater exposure -  and the birth of the modem method of harp playing. Even 
as the invention of the pedal harp made the most dramatic impact on the status of the harp
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in the eighteenth century, the music composed for the new instrument most significantly 
affected its status in the nineteenth century.
While works composed by nineteenth-century harp virtuosos have been harshly 
attacked by harpist and non-harpists alike for being trite, Hans Zingel, the foremost 
authority on the history of nineteenth-century harp music, reminds us that they were 
products of their era (1992, p. 82). They were composed and intended for external effect, 
for enjoyment in the drawing rooms of the gentility and the bourgeoisie. Moreover, 
virtuosos were forced to write for their instrument because few major composers had 
chosen to do so (Zingel 1992, p. 82). Their works, albeit lacking in substance, paved the 
way for Impressionist harp music by broadening stylistic idioms and expanding the 
palette of tone colours possible on the instrument (Zingel 1992, pp. 82-83).
Notwithstanding, at the turn of the twentieth century, due to the reputation 
incurred on the instrument by its music, its status was again called into question. The 
harp world was in need of a visionary capable of bringing the instrument and its music 
into the modern era. At a time when most harpists were still performing Romantic pieces 
and opera theme transcriptions, just such a individual emerged.
Life of Influence: The Impact of Carlos Salzedo (1885-1961) on the
Development of the Harp
Nicolas Slonimsky made the following assertion: ‘Salzedo brought the harp into 
the twentieth century’ (Owens 1993, p. 105). Educated at the Paris Conservatory under 
Alphonse Hasselmans, Carlos Salzedo enjoyed an extraordinary career. In addition to 
being a prize-winning harpist and pianist, he was also an artistic collaborator and 
organizer, composer, timbrel innovator, formulator of an instrumental method, a teacher, 
and a mentor. Arguably more than any other harpist of the twentieth century, Salzedo 
raised the status of the instrument by revamping its image and increasing the amount of 
substantial contemporary solo and ensemble works in its repertoire. His legacy remains 
not only the myriad improvements he brought to the harp world but also his 
compositions, method, and students.
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A Brief Biography
In praise of his friend Salzedo, Leopold Stokowski wrote in 1957:
Salzedo has done for the harp what Bach did for the organ, Paganini for the 
violin, Chopin, Liszt and Debussy for the piano, which is to enlarge the technical and 
expressive potentialities of their chosen instruments. This was urgently needed for the 
harp, because so few composers understand the true musical personality of the harp, but 
write for it as if it were a piano. Salzedo’s contribution to harp music for solo, 
symphonic music and opera is of great esthetic value, and so far in my opinion little 
understood (as cited in Owens 1993, p. 37).
Charles Moise Leon Salzedo was bom into a musical Sephardic Jewish family in 
the Gironde region of France on 6 April 1885. His father, Gaston, was a singer and had 
been a member of the Paris opera; his mother, Anna Silva, was a pianist and court
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musician to Maria Cristina, queen mother of Alphonse XIII of Spain; and his older 
brother was a violinist (Owens 1993, p. 6). Salzedo commenced study of the piano at the 
age of three. Six years later, he entered the Paris Conservatory as a solfege pupil of 
Emile Schwartz. At the age of eleven, he became a pupil of Emile Descombes in the 
preparatory piano department. He passed this course in only one year, and that same 
year, he won the Premier Prix in solfege. Thereafter, he continued his piano studies with 
Charles de Beriot.
Salzedo’s father felt that, as Salzedo was a frail child, he should learn to play a 
second instrument, and it was decided that that instrument would be the harp. At the age 
of thirteen, after little more than one year of private study, Salzedo became a full harp 
student at the Paris Conservatory under the tutelage of Hasselmans. After only three 
years of harp study at the Conservatory, Salzedo won the Premier Prix in both the piano 
and harp -  the latter of which he shared with his classmate Ada Sassoli [see Illus. 21] -  
on the same day, 1 August 1901, a feat that has not since occurred at the school.
Salzedo made his Paris debut at the age of eighteen as harpist and pianist at the 
Salle Erard. It was on the occasion of this recital that he shortened his name, first to 
‘Leon Carlos’, and later, to ‘Carlos’ (Owens 1993, p. 10). Salzedo played with 
astounding success, numerous critics hailing him a genius. The Journal de l ’Orne wrote: 
‘The harp has yielded to him its whole secret’ (Owens 1993, p. 11). Thereafter, Salzedo 
toured extensively throughout Europe as both harpist and pianist on the same programs.
In 1909, at the behest of Arturo Toscanini, Salzedo left Paris to become principal 
harpist with the Metropolitan Opera Orchestra in New York City. As most of his other 
orchestral colleagues did, Salzedo frequented the illustrious Ditson socials, where he met
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among others Geraldine Farrar, Ignace Paderewski, Walter Damrosche, the Fritz 
Kreislers, and Albert Spaulding (Owens 1993, p. 16). In addition to his position with the 
Metropolitan Opera, Salzedo spent his early years in America giving solo concerts. In 
1913 he resigned his post at the Opera House in order to devote more time to his solo and 
chamber careers. In 1914 he formed the Trio de Lutece, along with flautist George 
Barrere and cellist Paul Kefer [see Illus. 22].
The Trio de Lutece was on tour in France when World War I began. Quitting the 
ensemble, Salzedo served one year (1914-15) in the French army. Upon return from 
service, Salzedo began to formulate a theory of gestures for the harp with his friend and 
famous Russian ballet dancer Vaslav Nijinsky. He called these gestures ‘instrumental 
aesthetics’, and they became central to the method he would later develop (Owens 1993,
pp. 21-22).
Salzedo resumed his compositional career in 1917, at which point he departed 
from the Romantic tradition and began writing more avant-garde works. The ethereal 
titles he gave his new works, beginning with his Five Preludes for Harp Alone: 
Lamentation, Quietude, Iridescence, Introspection, Whirlwind (1917), reflect the 
influence of his friend and conductor Dane Rhudyar (Owens 1993, p. 23).
In 1924, having been engaged by Mary Curtis Zimbalist, Salzedo became an 
inaugural faculty member of the Curtis Institute of Music in Philadelphia. Here, he 
organized the harp department and further defined his method. In 1931 Salzedo took up 
new summer residence in Camden, Maine, where he established the Summer Harp 
Colony of America with his second wife and former pupil, Lucile Lawrence. In addition
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to his teaching career, Salzedo served as president of the National Association of Harpists 
from its first functional year in 1920 until its dissolution in 1933.
Along with the composer Edgard Varese, considered to be the father of electronic 
music, Salzedo co-founded the International Composers’ Guild in 1925, which premiered 
many new works by its now well known members, including Bela Bartök, Alban Berg, 
Carlos Chavez, Georges Enesco, Manuel de Falla, Paul Hindemith, Arthur Honegger, 
Charles Ives, Zoltan Kodaly, Darius Milhaud, Maurice Ravel, Ottorino Resphigi, and 
Germaine Tailleferre (Owens 1993, pp. 62-63). Salzedo himself, serving as pianist, 
premiered many of their works, as did numerous other well-known artists of the day. The 
Guild lasted six years, and had a great impact on the history of music in North America. 
Perhaps its greatest legacy was that it inspired many orchestras to begin programming 
contemporary works into their concerts (Owens 1993, pp. 64-65).
Salzedo was also on the Board of Directors for the Beethoven Association and the 
International Society of Contemporary Music, the latter of which he served for many 
years as its Vice-President. Moreover, Salzedo was a member of the Pan-American 
Association of Composers, whose aim was to further the careers and new music of North, 
Central, and South American composers (Owens 1993, p. 68).
In the latter half of his concert career, Salzedo continued to tour widely with his 
Trio. He also formed and toured with numerous harp ensembles comprised of his pupils, 
and duos with his second and third wives, Lawrence and Marjorie Call, who were also 
former pupils. On 17 August 1961, after judging the Metropolitan Opera’s Northern 
New England auditions, Salzedo collapsed and died of heart failure.
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The impact of Salzedo on the history of the harp cannot be underestimated.
Salzedo appeared as soloist with all the leading orchestras of his day. He also made 
several solo and ensemble recordings. It was Salzedo who suggested that harpmaker 
Lyon & Healy make portable harp benches, a leather pouch for the tuning key, and that it 
discontinue production of pegs on the rib of the soundboard, which were formerly used to 
hold strings in place (Owens 1993, pp. 114, 127). In 1927 a floral sketch he had made for 
then-president of Lyon & Healy, Richard J. Keenley, inspired the creation of the Style 11 
harp (Owens 1993, p. 114). After the creation of this model, which he had hoped would 
help bring the harp into the twentieth century with its Art Nouveau design, Salzedo 
collaborated with artist Witold Gordon on another model. Together they designed the Art 
Deco Salzedo Model harp (Libbey, Jr. 1985, p. 7; Owens 1993, p. 115) [see Illus. 24].
The reach of Salzedo’s life stretched beyond the harp world. He influenced many 
of the twentieth century’s leading artists. He was greatly respected and highly praised by 
his friends Pablo Casals, Pierre Monteux, and Eugene Ormandy both for his virtuosity 
and for his contribution to harp development (Owens 1993, pp. 37-40). During his 
professional career, he collaborated with Elizabeth Sprague Coolidge, Aaron Copland, 
Frank Damrosche, John Erskine, Ossip Gabrilowitsch, Eugene Goosens, Vladimir 
Horowitz, Jose Iturbi, Serge Koussevitzky, Fritz Reiner, Artur Rodzinski, Andres 
Segovia, Nikolai Sokoloff, Frederick A. Stock, Igor Stravinsky, and George Szell (Owens 
1993, pp. i, 36, 52, 55, 67-68, 141). Among his friends, he counted Harold Bauer, Artur 
Bodanzky, Adolf Bolm, Alexander Calder, Abram Chasins, Albert Gleizes, Jacques Ibert, 
Gaston Lachaise, Fernand Leger, Maurice Ravel, Albert Roussel, and Joseph Stella 
(Owens 1993, pp. ii, 36, 55, 72, 77, 107-109). Moreover, it was Salzedo who helped
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establish the career of Martha Graham (Owens 1993, p. 36). Finally, he influenced Pierre 
Boulez to feature the harp more prominently in his works, and Luciano Berio’s interest in 
writing for the harp was entirely the result of having come across Salzedo’s music 
(Owens 1993, p. 93).
Harpist, composer, and author Dewey Owens states:
Salzedo was of an age that produced: Casals, Rubenstein, Segovia, Gieseking, 
Toscanini, Schnable, Piatogorsky...He became one of them artistically, [and enjoyed 
their friendship] (1993, p. 141) [see Illus. 21-26].
Illus. 21: Salzedo and Ada Sassoli at the conclusion of their studies at the Paris 
Conservatory, 1901. Photo courtesy Dewey Owens Carlos Salzedo: From Aeolian to
Thunder.
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Illus. 22: The Trio de Lutece with flautist Georges Barrere and cellist Paul Kefer. 
The Trio was later reorganised in 1932 with cellist Horace Britt as the Barrere- 
Salzedo-Britt Trio. Photo courtesy The American Harp Journal.
Illus. 23: One of Salzedo’s earliest harp ensembles. L to r: Grace Weymer, Eleanor 
Shaffner, Lucile Lawrence, Salzedo, Marietta Bitter, Carolyn Howell, Thurema 
Sokol. Photo courtesy Dewey Owens Carlos Salzedo: From Aeolian to Thunder.
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Illus. 24: The Art Deco Salzedo Model harp. The instrument, designed by Witold 
Gordon and Salzedo, first appeared in 1928. Photo courtesy The American Harp
Journal.
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Illus. 25: Early-I940s ensemble with Marjorie Call, Salzedo, flautist Ruth Freeman, 
and cellist Ana Dritelli. Photo courtesy Dewey Owens Carlos Salzedo: From Aeolian
to Thunder.
Illus. 26: Salzedo in his Camden studio. Photo courtesy The American Harp
Journal.
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Salzedo the Composer
Salzedo’s compositions are perhaps his greatest legacy. In addition to his copious 
transcriptions and arrangements, Salzedo wrote numerous works for solo harp, harp 
ensemble, or mixed ensemble with at least one harp. His works contain unusual, layered 
harmonies, a musical alphabet code, a fascination with the number ‘five’, and new 
timbrel effects.
Salzedo’s important compositions begin in 1909 with his Trois Morceaux:
Ballade/ Jeux d ’Eau; Variations sur un theme dans le style ancien (1910-11). Replete 
with giant chords and arpeggios, virtuosic modulation, and bravura passages, these lavish 
works, all dedicated to colleagues from his days at the Paris Conservatory, show 
Salzedo’s adherence to the paradigms of Romanticism.
Upon return from service in World War I, Salzedo began to depart from the 
Romantic tradition. Darker and more introspective and sober, though no less demanding, 
his new works contained harmonies comprised of startling intervallic groupings and 
sequences. Among the first of his new works were his Five Preludes for Harp on the 
Name o f Olga: Embryon, Eveil, Fete au village, Hallucinations, Fraicheur (1917), which 
he dedicated to Olga Samaroff. One year later, in 1918, he composed his Five Poetical 
Studies for Harp Alone, with such concretely esoteric titles as Mirage, Idyllic Poem, and 
Communion. The suggestive titles for these studies were placed at the end of each in 
order to minimise their objective importance (Salzedo 1921, p. 26).
Salzedo’s major works from the 1920s, his Sonata for Harp and Piano (1922), 
Concerto for Harp and Seven Wind Instruments (1926) -  which Salzedo considered his 
finest work -  and Pentacle Suite for two harps (1928), are among his most exploratory
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works with regard to timbrel effects and harmony. His most enduring works from the
1930s and ‘40s are Scintillation (1936) and the Suite o f Eight Dances (1943). His last
work, Enigme, was composed in 1960.
With respect to timbre, the Sonata required the use of a strip of paper, which,
interwoven among the upper ends of a specified group of strings, served as a mute. The
result was a raspy sound. The Suite made use of many of Salzedo’s timbrel innovations,
including whistling sounds, produced by sliding the palm of the left hand along the length
of the wire strings; tam-tam, produced by striking the lowest pitched metal strings with
the nail of the left-hand third finger; and anvil effect, produced by striking the brass plate
on the right-hand side of the instrument’s neck with a metal tuning key.
Salzedo’s works are noted for their surprising tonalities and rich, unusual
harmonies. As Owens states, Salzedo was concerned with:
making the harp ‘sound,’ that is, [with] finding the most sonorous distribution of notes 
and voices for that instrument. Other composers -  Hasselmans, Alvars, Bochsa, to name 
just three -  wrote copiously for the harp...but they did not always search for the best 
sonorities (1993, p. 89).
Salzedo’s lifelong quest o f ‘making the harp “sound”' included finding the right 
fingering that would produce the best sound for a given phrase. During his summers in 
Camden, where he composed many of his works, he would often stay up long hours into 
the night, labouring over each note and searching for the best possible fingerings not only 
for his own compositions but also for his transcriptions and arrangements (Owens 1993, 
p. v). Interestingly, some students of composition have remarked that his works sound 
like those of Messiaen and Shostakovich; this is all the more fascinating given the fact 
that his works actually pre-date those of the other two (Owens 1993, p. 76, 92).
More than any other composer before him, Salzedo incorporated into his works 
the use of a musical alphabet code, built on the aeolian mode (Owens 1993, pp. 87-89). 
The principal melodic motifs in these works spell out the names of the composer’s 
friends or pupils. Salzedo used this device to great effect in his Wedding Presents (1946- 
52), composed for ten of his engaged pupils; and Diptych, Two Pieces for Right Hand 
Alone: Reflection; Interference (1950). The melodies in the latter work spell out the 
name of his pupil Carol Baum, who injured her left hand in a subway door trying to 
retrieve his portfolio of compositions.
Salzedo’s tie to Basque music -  his governess was of Basque origin, and his 
family returned to Bayonne, the de-facto capital of the French Basque region, two months 
after his birth -  exacted a great influence on his works (Owens 1993, p 91; Zabaleta 
1979, p. 14). In Basque music, the quintuple rhythm is pervasive, and this is most likely 
where he got his affinity for the number ‘five’. Most of his works are in a natural 5/4 
meter, and many of his collections comprise five works. The number is also found in his 
musical signature [see Fig. 8]. The use of the number ‘five’, perhaps more than any 
other, is the single most unique aspect of Salzedo’s music.
Salzedo used his music to expose the harp’s vast potential, bringing to light the 
breadth of colour that could be produced on the instrument, second only to the organ. 
Salzedo began experimenting with new sound effects after World War I. According to 
Owens (1993, p. 95), Renie, the prodigious pupil of Hasselmans at the Paris 
Conservatory and ten years Salzedo’s senior, was the first to use symbols -  for example, 
muffling signs -  unique to harp music.7 However, when Salzedo discussed with Renie
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7 Beforehand, special timbrel effects were not notated but were specified by rather lengthy explanations.
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Fig. 8: Salzedo’s self-given monogram and musical signature. The combination and 
arrangement of his initials resemble the number ‘five’. Figure courtesy The
American Harp Journal.
his wish to enlarge the idiom of the instrument’s literature, she indicated that she was 
content to leave it as it was (Owens 1993, p. 95).
Thus, Salzedo formulated on his own approximately twenty different timbrel 
effects for the harp, including falling hail, thunder effect, and vibrant sounds. In addition, 
he defined and invented symbols for over thirty-five different effects. His efforts gave 
rise to criticism from many then-contemporary harpists who said: ‘He destroys the harp!’ 
and ‘That is not the harp!’ (Owens 1993, p. 95). Today, however, many composers of 
harp music consult his Modern Study o f the Harp (1919), which outlines his innovative 
effects and how to use and notate them. Indeed, well may it be argued that Salzedo, more 
than any other harpist, transformed his instrument into a modem one [see Illus. 27-28].8
The Salzedo Method
After a mid-1920s concert with his Trio, Salzedo began to analyse his 
performance technique. It is said the ensemble had decided to sit differently for this
h Most of Salzedo’s manuscripts, including many of his unpublished works, are located in the archives of 
the Curtis Institute of Music in Philadelphia (Archambo 1985, p. 16; Archambo 1986, pp. 62-63; Owens 
1986, p. 63; Owens 1993, p. 143.
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Illus. 27: Salzedo in his New York studio with dog, Flux. 1920s. Photo courtesy The
American Harp Journal.
Illus. 28: This 1954 photograph humorously illustrates Salzedo’s fascination with 
the number ‘five’. Photo courtesy The American Harp Journal.
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particular concert, positioning Salzedo in between the other musicians. Thus, his left 
hand would not have been as visible to the audience. The concert manager is said to have 
stormed out on stage, demanding to know just what it was they thought they were doing. 
She is said to have informed them that she had made several bookings on Salzedo’s left 
hand technique alone (Owens 1993, p. 46).
Nijinsky stated: 4Salzedo’s hands explain the music before the music starts, and as 
the music proceeds they emphasise the various moods of each composition’ (Owens 
1993, p. 47). Nijinsky’s and Salzedo’s thoughts with regard to performance aesthetics 
were remarkably similar. Both believed in an economy of expression, coveting only 
rhythmic, essential movements. In addition, they believed that immobility often 
accentuated their respective arts better than motion itself. Salzedo became convinced that 
aesthetic gestures, as well as sound production, were essential to playing the harp. He 
felt that because harp playing, by necessity, required gestures, these gestures should be 
both functional and beautiful (Owens 1993, p. 47). In 1927 Salzedo was approached by 
the publishing house Schirmer to write a complete method for the harp. Initially, Salzedo 
declined, but he later acquiesced and co-wrote Method for the Harp (1927) with then- 
wife Lawrence.
The fundamental gesture of the Salzedo method is the slow, controlled, 
rhythmical raising of the hands. The crux of this method, in contrast to the ‘French 
Method’, may be outlined briefly in the following manner: sit relaxed and upright, 
leaning forward slightly; approach the harp with both elbows raised, that is, with both 
arms absolutely horizontal with the floor; hands approaching the strings at a 45-degree 
angle, turn the wrists slightly inward; keep a large space between the first and second
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fingers -  thumb and index finger, respectively; all fingers -  with the exception of the 
pinkie, which was to remain relaxed -  should be rounded, for a freer, stronger, more even 
tone production; never rest the right-hand wrist on the soundboard; bring all fingers 
completely into the palm using the inmost knuckles, never the others; this is followed by 
a natural ascending gesture. Salzedo was strict with his students about his method, 
convinced of its efficacy. His method continues to be disseminated throughout the world 
to this day by his pupils and theirs.
Salzedo the Teacher
When the Curtis Institute of Music organized a series of concerts to honour its 
famous instructors, Salzedo’s was the very first one, in 1978 (Owens 1993, p. 58).
Before this, however, when Curtis first decided to give an award -  now its most 
prestigious -  to the graduating senior who best upheld the ideals of the institute, one of 
Salzedo’s students, Lynne Wainwright, was the recipient (Owens 1993, p. 120).
More than a harp instructor, Salzedo was also a mentor both within and beyond 
the parameters of music. In addition to rhythm and gesture, Salzedo placed great 
importance on sound quality and technique. He not only taught his pupils -  most of 
whom were women -  stage presence and deportment but also advised them on weight 
loss and dress (Owens 1993, pp. 116-118). Salzedo stressed decorum and emphasised a 
particular taste. In addition to changing the names of some of his students to make them 
sound more glamorous, he encouraged many of his female students to remain single, 
claiming marriage would ruin their careers (Owens 1993, p. 128).
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Salzedo calculated that he had taught over nine hundred students (Owens 1993, p. 
133). To his pupils he was 7c Maitre\ He demanded intelligent, hard work and absolute 
perfection, both musically and with regard to the execution of his instrumental aesthetics. 
This was clearly shown in the maxim at the Summer Harp Colony: ‘You have to work 
like the devil to play like an angel’. His long list of famous pupils includes former 
principal harpist with the Philadelphia Orchestra (1930-46), Edna Phillips; former 
principal harpist with the Metropolitan Opera (1948-86), Reinhardt Elster; and virtuoso 
and Principal Harpist with the Toronto Symphony for over forty years, Judy Loman.
According to Owens (1993, p. 120), ‘Salzedo’s vast experience as soloist, 
ensemble musician, and orchestral harpist, coupled with his keen analytical mind and his 
natural charismatic personality all contributed to make him the great teacher that he was’. 
In consequence of his artistic and teaching careers, Salzedo was twice conferred the 
degree of Doctor of Music, from the Philadelphia Musical Academy on 24 January 1937, 
and from the Curtis Institute on 7 May 1939 (Owens 1993, p. 141) [see Illus. 29-32].
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Illus. 29: The harp department at the Curtis Institute of Music, Philadelphia, 1929. 
L to r: Victoria Murdock, William Cameron, Alice Chalifoux, Floraine Stetler, 
Mary Griffith, Maryce Robert, Salzedo, Reva Reatha, Edna Phillips, Flora 
Greenwood. Photo courtesy The American Harp Journal.
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Illus. 30: The inaugural class of the Salzedo Summer Harp Colony of America in 
Camden, Maine, 1931. Participants include, from left to right: Salzedo, Lucile 
Lawrence (with dog, Flux), Edna Phillips, Flora Greenwood, Maryce Robert, Mary 
Griffith, Marjorie Tyre, Victoria Murdock, Isabel Ibach, Maryjane Mayhew 
Barton, Alice Chalifoux, and Reva Reatha. Photo courtesy The American Harp
Journal.
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Illus. 31: The maxim of the Colony depicted on a 4 July 1941 float. The devil is 
played by Salzedo and the angel by Lois Bannerman. Photo courtesy The American
Harp Journal.
Illus. 32: Salzedo’s last summer as director of the Colony, 1961. Photo courtesy The
American Harp Journal.
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In Retrospect
Salzedo was indeed a ‘modernist at heart; he has been the champion of modern 
music, a composer of works in the modem idiom, he has stood for everything progressive 
in all the arts’ {Musical Leader, June 1929, as cited in Owens 1993, p. 32). Not only was 
Salzedo a consummate musician but also a great collaborator, allying himself with many 
of the major progressive thinkers from all the other arts in the first half of the twentieth 
century (Libbey, Jr. 1985, p. 8). He influenced the history of the harp most notably by 
significantly increasing the amount of quality literature through his numerous 
compositions, transcriptions, and arrangements, by expanding the timbrel idiom of the 
instrument, and by his long teaching career. In the biography of her husband, Edgard, 
Louise Varese writes:
Carlos Salzedo was widely known and is remembered principally as a 
remarkable harpist and teacher -  a preposterous neglect of all the other astounding gifts 
stored up in his protean musical make-up. Varese used to say that if Carlos had chosen 
the piano instead of the harp he would have had a career rivaling any pianist of his 
generation. The harp repertory had been trivial and trashy before Salzedo enriched it 
with his own compositions, as well as with his skillful, tactful, faithful arrangements of 
other composers (Owens 1993, p. 94).
Salzedo’s impact on the history of the harp is a significant one. On the forefront 
of ideas, Salzedo, more so than any other twentieth-century figure, modernised the harp 
and transformed its world.
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Chrysalis: Brave New World for the Harp
As in the previous two centuries, the twentieth century was an era of tremendous 
dynamism within the harp world. Salzedo and many other harpists, individually and 
collectively, worked to give the harp a vibrant new life. They formed an active 
community comprising associations, competitions, publications, and historical research, 
all of which the previous two centuries had not known. Furthermore, they brought 
increased exposure to the harp by commissioning new works and introducing their 
instrument to new genres. As the harp’s popularity increased, new harpmakers emerged. 
The upshot of twentieth-century activity was the elevation to a status the instrument had 
not known for centuries.
Formation of Community
As the previous two centuries left constructional and compositional legacies 
respectively, the twentieth century’s greatest achievement was arguably its formation of 
community. Beginning with a few national associations in the early part of the century, 
the community had broadened worldwide by century's end to include other forums for 
the edification of both established and emerging professionals, the advancement of the 
instrument, and the dissemination of scholastic research findings.
The National Association o f Harpists
The first network of harpists was established in America on 18 August 1919 by 
William Place, Jr., a harp admirer. Headquartered in New York City, the National 
Association of Harpists (N. A. H.) received endorsements from numerous well-known
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musicians including Ernest Bloch, Rudolf Ganz, Percy Grainger, Charles Griffes, Serge 
Prokofiev, and Serge Rachmaninoff (Owens 1993, pp. 51-52).
The N. A. H. had twelve aims, including the establishment of a vigorous, 
interactive community of harpists, the advancement of the harp’s status as a solo 
instrument, and the construction of an improved instrument (Owens 1993, pp. 53-54).
The Eolian Review -  later renamed Eolus: A Review for New Music -  became the 
organization’s official publication and first appeared in December 1921. The periodical 
was the first review of modern music in America (Owens 1993, p. ii). The organization’s 
first national convention was held on 29-30 March 1921 at Carnegie Hall, and included a 
grand concert by an eighty-three-member harp ensemble (Owens 1993, pp. 52-53) [see 
Illus. 33]. Subsequent conventions were held annually in different cities throughout the 
United States. By its fifth year, the N. A. H. had grown to include eighteen American 
chapters and one Canadian and one British chapter each (Owens 1993, p. 57).
The N. A. H. made significant contributions to the harp world for nearly fourteen 
years. The last Eolus appeared in 1932. While not all of its aims were achieved, some 
were, and progress had been made or attempted in all areas. Formed in an era of hope, 
the N. A. IT established a strong sense of community within the harp world, inspired a 
new generation of harpists, increased the harp’s visibility, and elevated its stature as a 
concert instrument not only in America but also throughout the world.
Competitions and Other Associations
The N. A. H. was not the only manifestation of community witnessed by the harp 
world in the twentieth century. Competitions also helped to unite harpists around two
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Illus. 33: The eighty-three-member grand harp ensemble at the National Association 
of Harpists’ first national convention, Carnegie Hall, March 1921. Photo courtesy
The American Harp Journal.
common goals: the encouragement of young talent and the advancement of the harp’s 
stature as a solo instrument.
The first major international harp competition was held in Israel in 1959. The 
triennial competition existed for four purposes: to further harp appreciation, to give 
young harpists the opportunity to meet one another, to encourage young talent, and to 
stimulate new harp compositions (Rensch 1989, p. 260). The prestigious jury of the 
competition included Phia Berghout, Pierre Jamet, Lucile Johnson-Rosenbloom, and 
Eileen Malone. Nineteen-year-old Italian-Armenian Susanna Mildonian took First Prize 
-  a monetary award and a new Lyon & Healy concert grand harp.
During the first festival and contest, Jamet shared with fellow jury members his 
dream of seeing an international league of harpists. Jamet’s colleagues embraced his 
vision, and before leaving Israel, they agreed they would attempt to establish such an
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organization (Rensch 1989, p. 261). Three years later, the International Association of 
Harpists was founded.
Marcel Grandjany served as organizer of the American branch. He assembled a 
founding committee comprised of leading American harpists and established a chapter in 
New York City. The constitution of the American Harp Society, which existed for the 
promotion of the harp and of quality performances on it throughout the world, was 
adopted in January 1962 (Espy, Stockton 1980, p. 11). The new society incorporated its 
predecessor, the Northern California Harp Association (N. C. H. A.), which itself had 
evolved from the last surviving chapter of the N. A. H. The American Harp Journal, a 
bi-annual publication, became the official organ of the association, replacing the N. C. H. 
A.’s Harp News. The branch’s first national convention was held in June 1964.
The U. K. Harpists Association -  later renamed the U. K. Harp Association -  was 
founded in October 1964 in London. Other branches of the now International Harpists 
Association include France’s L’Association Internationale de Harpistes et Amis de la 
Harpe and Japan’s Nippon Harp Association.
In addition to the establishment of the International Association of Harpists, the 
first competition led to the creation of many other national and international 
competitions. The most prestigious international competitions today include those held 
in Italy, Japan, and the United States.
Another important symposium on the harp, the World Harp Congress, was 
founded by Berghout in 1981. The aim of the Congress was to provide ‘an international 
forum on the highest level at which harpists and friends of the harp could gather together 
in a spirit of camaraderie for listening, education, and social exchange’ (Stockton 1981, p.
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63). Activities at the triennial forum, which still exists today, include concerts, lectures, 
and workshops.
Harp Publications and Research
In addition to associations and competitions, publications also served as an added 
dimension of community, furnishing information about the harp, its music, and other 
harpists. Indeed, the second half of the twentieth century witnessed an extraordinary 
increase in publications, study, and research on the harp (Rensch 1989, p. 270). There 
are now a substantial number of harp-related periodicals with accompanying websites on 
the internet. These journals, however, vary slightly with respect to target audience and 
content. While articles in the Dornach, Switzerland-based Harpa are arguably more 
beneficial to the academic, scholastic reader, those in the Philadelphia-based Harp 
Column are arguably more germane to the professional, working harpist. However, most 
major periodicals provide interviews on leading harpists, a list of upcoming events, 
compact disc reviews, and scholarly research.
Archives have also contributed to the establishment of a vigorous harp 
community. In 1978, under the leadership of Lucile Jennings, the American Harp 
Society began a harp repository, located in the Library of Congress’s James Madison 
Building, in Washington, D. C. The repository houses rare recordings, personal effects, 
scores, and documents such as letters and photographs, all of which offer a unique 
perspective on the history of the harp in America (Jennings 1987, p. 58).
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Increased Exposure
In addition to fostering a rich sense of community and a climate conducive for 
educational enlightenment, the twentieth century was significant in that the harp 
experienced increased exposure, which enabled it to achieve a more respected status as a 
solo concert instrument. The increase in exposure was the result of new, substantial 
compositions written for the instrument, the harp’s place within new musical genres, and 
the emergence of new harpmakers.
New Compositions and Genres
Twentieth-century harpists brought increased exposure to the harp by 
commissioning new works and by encouraging contemporary composers to write for the 
instrument. As a result, numerous solo and chamber works, many requiring extended 
performance techniques, were created. Similarly, a large number of substantial concertos 
-  long lacking in the instrument’s repertoire -  were produced, the majority after 1950. 
Major concertos include those by Mario Castelnuovo-Tedesco, Alberto Ginastera, Andre 
Jolivet, Milhaud, Joaquin Rodrigo, and R. Murray Schafer. Beyond Salzedo’s 
innovations, composers expanded the harp’s tonal idiom and accompanying notations. 
Consequently, the face of harp scores changed dramatically [see Illus. 34].
Moreover, transcending the classical genre, harpists introduced their instrument to 
the genres of swing, jazz, and pop. One of the first harpists to enter the arena of jazz was 
Casper Reardon (1907-41). A graduate of the Curtis Institute, he played in the George 
Gershwin radio band and performed with many well-known jazz legends, including 
Benny Goodman and Duke Ellington. Although highly regarded for his pedalling facility 
and the speed with which he could modulate into new keys, Reardon died short of
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achieving his goal, that of exploring the harp’s full potential within the jazz medium 
(Brock et al 1999, [Online] Available: http://www.cybermusician.com/column.asp). 
Along with Reardon, other swing, jazz, and pop harp greats include Verlye Mills, Gail 
Laughton, Jack Nebergall, and Alice Coltrane, all of whom performed with the giants in 
their fields and made at least one recording.
New Harpmakers
As the harp’s popularity increased over the course of the twentieth century, new 
harpmakers and harpmaking firms emerged. In 1954 Victor Salvi founded the Salvi 
harpmaking firm in New York City; shortly thereafter, he relocated the firm to Genoa, 
Italy (Balderston, Weidensaul 1980, p. 3). In 1971 Walter Krasicki, Sr., founded the 
Chicago-based W. & W. Musical Instrument Company, which manufactures Venus harps 
(Follet 1981, p. 13). These two firms, together with Lyon & Healy, France’s Camac 
harpmakers, and Japan’s Aoyama harpmakers, are among the world’s leading producers 
and exporters of harps. However, there are now hundreds, perhaps thousands, of smaller 
-  often, one-man -  harpmakers throughout the world designing creative models.9
While the double-action pedal harp remains relatively unchanged today, most of 
the major firms have made slight improvements to the mechanism. Opting for more 
dramatic changes, others have revolutionised its mechanism altogether. Late in the 
century, harpmakers produced the electric harp, which comes in a variety of colour 
schemes, including metallic blue frames and jade green soundboards. In an effort to
9 For example, the new U. K.-based firm Pilgrim harps produce harps with Art Deco motifs and colourful 
floral patterns on their soundboards.
91
Illus. 34: Page from Australian-born Barry Conyngham’s Concerto for Harp and 
Orchestra: (Cloudlines\ 1990. London: Universal Edition.
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Illus. 35: The mechanism inside the Camac hydraulic memory harp. Photo courtesy
The American Harp Journal.
improve the accuracy of intonation, which remains a minor fault of the double-action 
pedal harp’s mechanism, in the early 1980s Joel Gamier and Jacques Rousseau of Camac 
Harps invented the hydraulic memory harp -  or ‘harpe ä memoir e \  Various components 
of Erard’s mechanism were replaced with more reliable features. ‘“Arteries’' bearing oil 
under pressure’ replaced Erard’s pedal rods, and within the neck, Erard’s metal linking 
mechanism was replaced with plastic tubing [see Illus. 35]. This new harp mechanism 
also replaced Erard’s fourchettes with square, black pieces of metal containing tiny 
‘pincers’ that more firmly gripped the string.
The Camac harp’s hydraulic action was electronically controlled, making possible 
the computerised operation of pedals [see Illus. 36]. With the aid of a computer housed 
in the music stand, all the pedals on this hydraulic harp could be changed simultaneously. 
Thus, after manually depressing and releasing one pedal, the pre-programmed computer
93
Illus. 36: Inside view of the pedestal of a Camac hydraulic memory harp revealing 
the computer within. Photo courtesy The American Harp Journal.
would simultaneously change all the pedals that would need to be changed for an 
upcoming musical passage. This was most helpful for those passages requiring numerous 
pedal changes over a short period of time (Dunn, Falcao 1987, pp. 3-7). Despite this 
invention, the acoustic double-action pedal harp remains the preferred instrument among 
professional pedal harpists.
Conclusion
The harpists of the twentieth century and advocates of the harp left an enduring 
legacy for future generations. Breathing fresh life into an ancient instrument, their goals 
were both an increase in solidarity among their colleagues and the elevation of their 
instrument’s status within the larger musical context. Building upon the increased
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exposure the instrument had begun to experience in the previous two centuries, their 
greatest contribution was arguably the formation of a worldwide community.
Without question, the instrument owes the status it enjoys today to the many 
harpists who worked toward its advancement. The leaders of the harp world, from as far 
back as the eighteenth century, when the era of celebrity began for the harp, are deserving 
of a closer look, since behind the evolution of the instrument are the people who worked 
to make it possible.
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Wall o f Fame
Criteria
While many more are worthy of mention, the harpists selected here distinguished 
themselves by their unique contributions to the instrument throughout their careers. They 
represent those who were most influential in the following areas: the development and 
construction of the harp as an instrument, as virtuoso performers, as teachers, as 
developers of a harp method, the evolution of new technique and tonal effects, as 
composers, the promotion of the harp as a solo or concert instrument, and the emergence 
of the harp across a broad stylistic basis.
In addition to those who defined or exceeded one or more of the above criteria, 
harpists who represent a broad ethnicity and a broad range of nationalities have been 
included. Indeed, it is only because of geographical isolation or pedagogical lineage that 
the work of harpists from other parts of the world is perceived at times as less 
meritorious, if known at all. In general, living harpists have been excluded, because the 
complete contributions of those now deceased can more objectively be evaluated.
Eighteenth-Century Harpists
The Hochbruckers. Jacob Elochbrucker (b. circa 1673, Augsburg; d. circa 1763, 
Donauwörth) is credited with the invention of the single-action pedal harp in 
Donauwörth, Bavaria, around 1720. While many of his twenty-four children and 
nephews forged successful careers on the instrument, two of Elochbrucker’s relatives 
achieved exceptional prominence.
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Simon Hochbrucker (b. 1699, Donauwörth; d. circa 1750). Eldest son of 
Hochbrucker, Simon Hochbrucker was perhaps the first pedal harp virtuoso. He was the 
first to export his father’s invention from Donauwörth to the leading centres of Europe 
and was perhaps the first to compose for the new instrument.
Christian Hochbrucker (b. 1733, Tagmersheim; d. circa 1800). A nephew of 
Hochbrucker, Christian Hochbrucker is likely the Hochbrucker who stunned the Parisian 
audience at his debut, where he played, to great success, his own compositions at a 
Concert Spirituel in 1760. Thereafter, he became widely regarded as a virtuoso, teacher, 
and composer in Paris. After another Concert Spirituel, he was praised in the 26 May 
1765 edition of Le Mercure as ‘“the first talent in Europe” on the pedal harp’ (Rensch 
1989, p. 163). Several sources state he was %maitre de harpe de la reine’ at the court of 
Louis XVI (Rensch 1989, p. 164). Leopold Mozart mentions Hochbrucker in 
correspondences of the 1760s, attesting to the widespread popularity of his compositions. 
However, in a letter dated 1778, he admonishes his son, Wolfgang Amadeus, to stay 
away from ‘Hochbrucker, Harfenist’, because of the latter’s reckless lifestyle (Rensch 
1989, p. 163). During the French Revolution, Hochbrucker immigrated to London, where 
his last compositions date from the 1790s.
Jean-Baptiste [Johann Baptiste, Jan Krtitel] Krumpholtz (b. 1742, Budenice, 
Bohemia, near Prague; d. 1790, Paris). Virtuoso harpist, prolific composer, and 
instrumental designer, Jan Krtitel Krumpholtz was bom into poverty, to a family bound to 
the Bohemian count Kinsky (Tuhäckovä 1980, p. 283). His early harp studies remain a 
mystery, some sources claiming he studied with one of the Hochbrucker, while others,
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with Mathias Haydn (Rensch 1989, p. 172). In 1773 Krumpholtz became a composition 
student of F. J. Haydn who also appointed him to the position of solo harpist in Count 
Esterhazy’s orchestra. In 1776, with Haydn’s blessing, Krumpholtz left Esterhäza and 
made an extensive solo tour of Europe. He completed his tour one year later in Paris, 
where he adopted the name ‘Jean-Baptiste’ and married one of his pupils, Anne-Marie.10
One of the first and greatest harp virtuosos of the eighteenth century, Krumpholtz, 
as discussed earlier, was also actively involved with the structural improvement of his 
instrument. In addition to his virtuosity and interest in harp construction, Krumpholtz 
was a prolific composer. His works, which soon became standards in the repertoire, 
began to exploit the instrument’s modulatory capabilities and, as a result, raised the 
technical bar of harp playing.
Krumpholtz’s career ended tragically when he drowned himself in the river Seine 
after his wife eloped with the young pianist Dussek. A comprehensive harp method 
believed to have been written by Krumpholtz was published posthumously. His body of 
works includes concertos, sonatas, variations, solo collections, duos for two harps, and 
symphonies for harp alone or with instrumental accompaniment (Tuhäckovä 1980, pp. 
283-284).
Comtesse Stephanie-Felicite de Genlis (b. 1746, Champseri, France; d. 1830, 
Paris). Rare for her time, this Renaissance woman was highly educated in the sciences,
10 Krumpholtz also taught Fran^ois-Joseph Nadermann, the Paris Conservatory’s first harp professor.
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literature, and in all the arts. Her daily practice regimen of ten hours gave her a playing 
technique that overwhelmed Parisian audiences. With her many talents -  she was also a 
prolific author and playwright -  this acknowledged virtuoso worked her way into the 
most politically powerful salons in all of France (Govea 1995, p. 45).
The child of financially reckless, though historically noble, parents, she learned at 
an early age to put her skills to good use in order to survive. While she was still young, 
her family fell under the patronage of an aging nobleman, and in addition to assuming the 
educational advantages given to royal offspring, she acquired the noble title ‘Madame la 
Comtesse de Lancy’ (Govea 1995, p. 44). At the age of thirteen, she began her study of 
the harp.
After marrying the once-imprisoned Comte Charles-Alexis de Genlis, she 
serendipitously became a lady-in-waiting to the wife of Louis-Philippe Joseph, Duc de 
Chartres, the next Due d’Orleans and the ‘Philippe Egalite’ of the French Revolution.
She cleverly managed to carry on a secret love affair with Joseph while remaining his 
wife’s trusted confidant and governess to their children (Govea 1995, p. 46).
As governess to children of French nobility and through her amorous connection 
with the Due, she assumed considerable power and became a national celebrity. As well, 
she became a highly respected educator throughout Europe, incorporating ideas of Jean- 
Jacques Rousseau into the education of her pupils, who included not only the Due’s 
daughters but also his sons (Govea 1995, p. 48).
During the politically dangerous period preceding the French Revolution, royalty 
and their associates were systematically imprisoned or executed. When a warrant for her
Illus. 37: Madame de Genlis donnant une legon de harpe d Madamoiselle 
d ’Orleans de Pamela by Mauzaisse (1784-1844). Musee de Versailles. De Genlis, far 
right, at the harp. Courtesy Roslyn Rensch Harps and Harpists.
arrest was issued, la Comtesse fell upon her acting skills and safely made her way to 
Switzerland. However, Joseph and the Comte de Genlis were both beheaded, and 
Madame d’Orleans and one of la Comtesse’s daughters were imprisoned.
In 1800 de Genlis was granted permission to return to France. She lived to see 
her charge Louis Philippe ascend the throne and her adopted son, Cazimir, become a
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respected harpist. Toward the end of her life, she claimed the harp, not teaching or 
writing, was her greatest passion (Govea 1995, p. 51) [see Illus. 37].
Jacques-Georges Cousineau (b. 1760, Paris; d. 1824, Paris). At the age of 
fifteen, Jacques-Georges Cousineau joined his father, a luthier, in the production of pedal 
harps. In time, the Cousineaus, chief rivals of the Nadermann firm in the production of 
single-action pedal harps, became ‘Luthiers-in-Ordinary to the Queen’ (Govea 1995, p. 
39). Cousineau and his father patented many improvements to the single-action pedal 
harp. Although their business survived the politically tumultuous times of the French 
Revolution and Napoleonic Wars, for all its improvements, Cousineau pere et fils was 
eventually surpassed in 1810, with the advent of Erard’s double-action pedal harp.
At the age of twenty, the virtuoso Cousineau was selected to become harpist at the 
Paris Opera, a position he held for thirty years (Rensch 1980, p. 4). A year after this 
appointment, in 1781, he published the first of his twenty volumes of harp sonatas. His 
oeuvre also includes a Methode (1784). To date, Cousineau remains rare among well- 
known harpist, having reached virtuoso status and having diligently worked to improve 
the instrument and increase its repertoire.
Dorette Scheidler Spohr (b. 1787, Germany; d. 1834, Kassel, Germany). One of 
the first female harp virtuosos, Dorette Scheidler Spohr frequently and extensively toured 
Europe with her violinist-conductor-composer husband Spohr (1784-1859), often 
performing duos, which were then popular. She had studied with the highly acclaimed 
Johann Georg Heinrich Backofen and became his star pupil (Govea 1995, p. 265). The
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brilliant compositions Spohr wrote for her, all of which highlight her strengths, attest to 
Scheidler Spohr’s skill on the instrument. So taken was Spohr with his young wife’s 
ability that he took a year off from touring to study the harp and its limitations (Aspnes 
1984, p. 18).
Iilus. 38: Dorette Scheidier Spohr. Courtesy The American Harp Journal.
To circumvent the problem of string breakage on the delicate single-action pedal 
harp, Spohr conceived a tuning system whereby Scheidler Spohr’s harp would be tuned a 
half-step lower than concert pitch (Govea 1995, p. 266). When playing duos, his violin 
score would be written in the concert pitch (for example, D major) and her part would be 
written a half-step higher (that is, in E-flat major). Thus, the two would be in tune, and 
the harp strings would not come into contact with as many crochets or bequilles, which
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frequently shortening their lives, became a persistent problem for Scheidler Spohr during 
practice and performances.
Scheidler Spohr’s heavy concert schedule was complicated by the fact that she 
was not only a travelling performer but also a wife, mother, and housekeeper whose first 
duty was to her husband and his needs. Spohr’s insatiable desire for touring took him and 
his wife throughout Germany, Bohemia, Holland, and Italy, and later, throughout Austria, 
France, England, and Switzerland the moment Europe had calmed from Napoleon’s 
campaigns. Their intense touring schedule eventually led to Scheidler Spohr’s chronic 
bouts with what her husband refered to as ‘nervous fever’ (Govea 1995, p. 268).
By the 1820s, the Spohrs had made their way to London. Scheidler Spohr was 
invited by the Erard warehouse to purchase a new Erard double-action pedal harp. This 
new instrument was larger, heavier, demanded greater strength in playing the tauter 
strings, and was comparatively more complicated than the single-action harp. Scheidler 
Spohr worked herself to near exhaustion learning how to play an instrument on loan to 
her from the company. After a London concert, during which a street riot spilled over 
into another room of the building, Scheidler Spohr quit the harp. That traumatic 
experience and the obstacles posed to her by the new Erard instrument, while she had 
played brilliantly on it, were too much for her. While she had always performed 
exceptionally, her stamina and drive had finally given out (Aspnes 1984, pp. 31, 34).
In the two years following, she continued to accompany her husband on the 
keyboard; thereafter, Scheidler Spohr left the concert stage entirely. Twelve years later,
she suffered from the ‘nervous fever’ that claimed her life.
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For nearly fifteen years, Scheidler Spohr maintained a rigorous performance 
schedule, constantly learning new works by her husband and performing them with 
impeccable artistry, in addition to fulfilling her duties as wife, mother of three, and harp 
instructor. Her high musicianship won her the respect and friendship of Beethoven. She 
also taught the future mother of Queen Victoria’s consort, Prince Albert (Rensch 1989, p.
187). While she primarily performed in the early-nineteenth century, her work on the 
single-action harp justifiably places her in the eighteenth century [see Illus. 38].
Nineteenth-Century Harpists
Robert Nicholas Charles Bochsa (b. 1789, Montmedi, France; d. 1856, Sydney). 
Robert Nicholas Charles Bochsa was a musician of immense talent. Not only could he 
play skilfully almost every known Western instrument but also, by the age of sixteen, he 
had already composed a flute concerto, an opera (Trajan), and an oratorio. He entered 
the Paris Conservatory in 1806, where he studied harp, under F.-J. Nadermann and 
Marie-Martin-Marcel, the Vicomte de Marin, as well as harmony (Govea 1995, p. 30).
His ability in composition greatly enhanced his reputation as a harpist. Bochsa was 
among the first to search for new sound effects on the harp, thus ‘exploiting the full 
possibilities of Erard’s new double action’ (Temperley 1980, p. 831), and for their time, 
his works were significant both technically and expressively.
In 1813 and in 1816, Bochsa was appointed harpist to the emperor, Napoleon, and 
to Louis XVIII respectively. During those years, in addition to composing seven or eight 
operas for the Opera-Comique and a requiem for Louis XVI, he was engaged in a 
lucrative forgery scheme. In 1817, shortly before being condemned by a Paris court to
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twelve years imprisonment, a fine of four hundred francs, and the brand o f ‘T. F.’, he fled 
the country (Govea 1995, p. 31).
Illus. 39: Robert Charles Nicholas Bochsa. Courtesy The American Harp Journal.
Bochsa sought haven in London, where he made a remarkable recovery, 
becoming, among other things, the first professor of harp at the newly founded Royal 
Academy of Music. Having begun life anew, Bochsa was again embroiled in scandal. 
Rumour maintained that he was a bigamist, having married the Englishwoman Amy 
Wilson while still having a wife in France (Govea 1995, p. 31). In 1824 Bochsa declared
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bankruptcy, and in 1827, he was dismissed from the R. A. M. However, he kept his king- 
appointed position as music director of the King’s Theatre until 1830.
Bochsa continued to give annual concerts in London, amazing audiences with his 
extraordinary technique and brilliant compositions. In 1839 he eloped with the soprano 
Anna Bishop, wife of the conductor and Bochsa’s partner, Sir Henry Bishop. Serving as 
her accompanist, Bochsa toured with Bishop around Europe and the world.
After a tour of Canada and the United States, Bochsa went to Sydney, Australia, 
where he died. The etudes in his Standard Tutor for the Harp, which was long 
considered a classic, are still used today. A prolific composer, Bochsa also taught two 
illustrious nineteenth-century harpists: John Balsir Chatterton and Parish Alvars (Govea 
1995, pp. 30, 220) [see Illus. 39].
Elias Parish Alvars (b. 1808, Teignmouth, Devon, England; d. 1849, Vienna). 
Arguably the greatest harpist of the nineteenth century, this English prodigy was bom Eli 
Parish (Griffiths 1983, p. 21). He began his musical study at the Royal Academy of 
Music, where his earliest harp instructors were Fran^ois-Joseph Dizi and Bochsa. Upon 
completion of a successful tour of Germany at the age of twenty-one, he studied with 
Theodore Labarre (Griffiths 1983, p. 22).
In the early 1830s, he settled in Vienna and entered the musical life of the city, 
where Chopin, Czerny, Liszt, and Thalberg were working. Shortly thereafter, he 
embellished his first name to ‘Elias’ and added ‘Alvars’ to his surname in order to pay 
homage to Mr. Alvars, one of his Viennese patrons (Griffiths 1983, p. 21). The Neue
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Zeitschrift für Musik described Parish Alvars as having ‘a rugged appearance...a gigantic 
figure...square shoulders...prominent forehead...dreamy eyes’ (Griffiths 1983, p. 29).
Illus. 40: Elias Parish Alvars. Courtesy The American Harp Journal.
Parish Alvars continued to tour throughout Europe, returning in 1835 to Vienna, 
where he began to compose prolifically. From 1836 to 1838, he was solo harpist at 
Vienna's Imperial Opera House. Shortly before his tour of Asia Minor, he married one of 
his pupils, Melanie Lewy. He collaborated with Czerny on a duo for harp and piano and, 
according to Fetis, toured the eastern Mediterranean region from perhaps as early as 1838 
until 1842 (Griffiths 1983, p. 24).
Parish Alvars’s virtuosity was ‘unmatched’. In addition to performing extensive 
variations on opera themes, he is said to have been able to play Beethoven piano 
concertos and Chopin sonatas on the harp (Rensch 1989, p. 193). He was likened to
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Paganini, and Berlioz called him a ‘magician’, ‘the Liszt of the harp’ (Griffiths 1983, p. 
20). In addition, he influenced the performance practice of his friend Thalberg (Griffiths 
1983, p. 23).
From 1843-44, he was in Leipzig, London, Vienna, and Naples. After several 
brief stays in London and extensive tours of France, Germany, and Italy, he returned to 
Vienna in 1847. Thereafter, he was named to the Conservatory and later appointed 
Imperial court virtuoso. After an eighteen-month illness, Parish Alvars died of ‘palsy’ in 
his home (Griffiths 1983, p. 33). His brief life was capped off by teaching. In addition to 
his own illustrious pupils, his ‘grand-pupils’ include Hasselmans, Franz Poenitz, Wilhelm 
Posse, and Albert Zabel.11
Parish Alvars’ s influence on the history of the harp cannot be underestimated. He 
was ‘lionised in an era of legendary performers’, possessing a virtuosity few others could 
match on any instrument (Govea 1995, p. 221). Fully exploiting the musical climate and 
the increased capabilities of the new double-action pedal harp, he expanded the tonal 
idiom of the instrument (Griffiths 1983, p. 20). Specifically, he capitalised on the harp’s 
enharmonic capabilities, inventing the chordal glissando. In addition, he was the first to 
employ multiple harmonics and combinations of harmonics and glissandos. Moreover, 
he introduced the single-string glissando, played by sliding a metal bar or tuning key 
down the length of the string (Griffiths 1983, p. 20).
His compositional output includes over eighty solo works for harp, many of which 
define the bravura compositional style of nineteenth-century harpist-composers. These 
works are of extraordinary difficulty, and the fact that he performed them further attests
11 Through these, most harpists o f the twentieth century can trace their pedagogical lineage back to Parish 
Alvars.
108
to his virtuosity. He also composed a concertino for two harps, two concertos, and duos 
for harp and piano. Among his unpublished works are two piano concertos, a fantasia 
(Sounds o f Ossian), an opera, a symphony, and an unfinished method. An obituary in the 
local courier read of Parish Alvars: ‘Who in the musical world did not know him, love 
him, honour him?’ (Rensch 1989, p. 196). As Therese aus dem Winkel, a well-known 
harpist and contemporary of Parish Alvars wrote of him: ‘He opened a new era for the 
harp* (Zingel 1992, p. 37) [see Ulus. 40].
John Thomas (b. 1826, Brigend, Glamorganshire; d. 1913, London). A Welsh 
harpist, John Thomas originally learned to play the harp in the traditional Welsh fashion, 
with the instrument on his left shoulder and with his left hand playing the treble (Govea 
1995, p. 279). At the age of fourteen, under the auspices of the Countess of Lovelace, 
Thomas entered the Royal Academy of Music, where he studied with Chatterton. His 
training on the pedal harp necessitated a change in technique, including the placement of 
the instrument at his right and with his right hand playing the treble. In addition to study 
of the harp, Thomas also studied piano and composition. By graduation, he had 
composed a harp concerto, two operas, several overtures, quartets, and a symphony.
In 1851 he became harpist to Her Majesty’s Opera. That same year, he began 
annual tours of the continent every winter until 1860, performing in Austria, France, 
Germany, Italy, and Russia. Active in Eisteddfods, he won numerous prizes including its 
highest honour Pencerdd (chief musician) at the 1861 Aberdare Eisteddfod. He also 
served frequently as a judge at the competition (Edwards 1980b, p. 779). His devotion to 
the cause of Welsh music was considerable, evidenced by the publication of his first
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collection of Welsh melodies in 1862 (Edwards 1980b, p. 779). Also a conductor and 
editor, Thomas was affiliated with many musical societies including the Academy of 
Santa Cecilia and the Guildhall. In 1872, at the death of Chatterton, Thomas not only 
became professor of harp at his alma mater but also harpist to Queen Victoria.
Alphonse (Jean) Hasselmans (b. 1845, Liege, Belgium; d. 1912, Paris). A 
French harpist of Belgian birth, Alphonse Hasselmans studied with Gottlieb Kruger as 
well as Xavier Desargus in Brussels, and Ange-Conrad Prumier in Paris (Govea 1995, p. 
121). In 1884 Hasselmans succeeded Prumier as professor of harp at the Paris 
Conservatory, where he established the ‘French Method’ of harp playing. At 1 m. 88 cm. 
in height, he dwarfed the harp and towered over his young students. To most of them, he 
was devoid of human warmth, very tyrannical, and often severe when a pupil failed to 
meet his near-impossible demands (Swanson 1984, pp. 10-14). Hasselmans composed 
numerous technically valuable intermediate harp solos, which, though outdated today, 
were highly successful when they graced the salons of ‘la belle epoque\
Hasselmans’s legacy, however, remains his students. His most distinguished 
pupils include Renie, Marcel Tournier, Sassoli, Salzedo, Micheline Kahn, Grandjany,
Lily Laskine, Ina Robinson, and Jamet. Hasselmans was renowned for possessing a 
warm sonority, which he passed on to his students (Govea 1995, p. 22). His ‘French 
Method' of playing has been disseminated throughout the world; albeit with alterations, 
the Renie, Tournier, and Salzedo methods all derive from that of Hasselmans. If one may 
be measured by the stature of his or her students, then undoubtedly, Hasselmans was one 
of the greatest harp instructors of all time [see Illus. 41].
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Illus. 41: Alphonse (Jean) Hasselmans. Photo courtesy The American Harp Journal.
Wilhelm Posse (b. 1852, Bromberg, Germany; d. 1925, Berlin). A child prodigy, 
Wilhelm Posse first came to national attention in 1860, when he accompanied on the harp 
the great singer Adelina Patti at the Italian Opera in Berlin. So short was he at the time, 
his shoes were outfitted with metal extensions to allow him to reach the pedals (Govea 
1995, p. 226). Posse’s pedigree was a musical one. His father, a virtuoso flutist, had 
toured Russia with J. Strauss. Although his father educated him in all other areas 
musically, Posse taught himself to play the harp. From 1863 to ‘64, Posse toured 
southern Russia, performing extensively in Tiflis with the Imperial Italian Opera and in 
Odessa. From 1864 to ‘72, he studied piano, violin, and harp -  with Louis Grimm -  at
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the Kullak’s Academy in Berlin. Upon completion of his studies, he was appointed to the 
post of solo harpist with the Royal Berlin Opera, a position he held for twenty years, and 
to the Berlin Philharmonic Orchestra. In addition, he served as harpist to the Kaiser.
Although Posse taught at the Royal Berlin Hochschule für Musik from 1890- 
1923, his most profound pedagogical legacy was arguably his influence on the 
development of the ‘Russian School of Harp Playing’. In 1900 Aleksandr Ivanovich 
Slepushkin came to Berlin and studied intensively with Posse for five years, during which 
time he practised twelve hours daily. In 1905 Slepushkin returned to Russia, where his 
touring and solo position with the Bolshoi Theatre earned him a place on the Moscow 
Conservatory’s faculty. Here, Slepushkin laid the foundation for what became the 
‘Russian School of Harp’. His method was eventually passed down to many great 
Russian harpists, such as Maria Korchinska (Govea 1995, p. 227). Posse’s musical 
influence spread beyond the harp world. He was a close friend of Franz Liszt, who 
claimed: ‘Posse is the greatest harpist since Parish Alvars’ (Govea 1995, p. 227).
Twentieth-Century Harpists
Henriette Renie (b. 1875, Paris; d. 1956, Paris). Henriette Renie was the first 
great pupil of Hasselmans. At the age of five, after having heard Hasselmans in a concert 
in Nice in which her father sang, she is said to have informed him that he would be her 
teacher one day. Hasselmans is said to have tapped her on the cheek and replied, ‘When 
you are bigger, we will see, mademoiselle’ (Des Varennes 1984, p. 3). True to her 
prophetic word, at the age of eight, Renie began her study of the harp with Hasselmans.
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Renie had advanced so rapidly that at the age of ten she was awarded Second 
Prize in the Paris Conservatory’s concours. Initially, the jury had voted to give her the 
Premier Prix but was reluctant to award her that prize, realising that such an honour 
meant she could no longer study at the Conservatory but would be forced, as a child, to 
begin a concert career. The next year, 1887, Renie again competed and unanimously won 
the Premier Prix (Des Varennes 1984, p. 5).
At the age of thirteen, Renie was granted permission to enrol in the 
Conservatory’s harmony and counterpoint classes. Concurrently, Renie continued to 
teach in Paris and to perform throughout France. In 1901 Renie wrote her Concerto in ut 
mineur, which she premiered at the Concerts Lamoureaux with Camille Chevillard. Her 
concerto was a huge success, an even more remarkable accomplishment given the fact 
she wrote the work at a time when concertos were highly unpopular with the general 
public (Govea 1995, p. 234). That same year, she also wrote her famous solo Legende, a 
programmatic work quite modem for its time.
Early in his career, Salzedo said of Renie: ‘She is as high above all other harpists 
as the heavens are above the earth’ (Sharpes 1981, p. 5). Her clear success had in fact 
daunted Hasselmans, who had felt himself surpassed. Consequently, Hasselmans began 
recommending his other pupils for teaching and performance opportunities (Des 
Varennes 1984, pp. 8-9). Although Hasselmans, later and near death, apologised to her 
and expressed his wish that she take over his position at the Conservatory, she was 
ultimately rejected by the jury in favour of Tournier. Her deep-seeded Catholic faith was 
considered by the panel to be dangerous (Govea 1995, p. 236). Opting to teach out of her 
private studio, Renie refused a subsequent teaching appointment.
While this limited her influence pedagogically, she still managed to leave an 
indelible mark on the harp world. Her illustrious pupils include Marcella de Cray, 
Mildred Dilling, Grandjany, Emmy Hurlimann, Odette Le Dentu, Harpo Marx, Sally
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Illus. 42: Henriette Renie. Photo courtesy The American Harp Journal.
Maxwell, Susann McDonald, and her niece Solange Renie. She also significantly 
influenced Nadia Boulanger (Des Varennes 1981, p. 8).
In 1914 Renie established the Concours Renie, the first international harp 
competition; World War I, however, sacked its future. During the war, she performed at 
benefit concerts to support her ‘Petite Caisse des Artistes’, a fund she started to help 
impoverished artists. In 1939, shortly before the Second World War and at the behest of 
her publisher Alphonse Leduc, Renie wrote her comprehensive Methode Complete de
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Harpe. A devout woman, Renie died as she would have liked when she wrote years 
before in 1927:
It is for heaven and not for earth that I am here below. Without doubt God only 
wanted me to pass lightly through this world, touching hardly a foot. But I do not agree 
with Mozart’s thoughts. 1 think there will be music in heaven and we will hear it with our 
ears, because I believe in the resurrection of the body. In this symphony, perhaps I will 
only have the smallest part. One note or even a silence will be my satisfaction (from her 
10 December 1927 Meditation, as cited in Des Varennes 1981, p. 11) [see Illus. 42].
Ksenia Erdeli (b. 1878, Mirolyubovka, Ukraine; d. 1971, Moscow). Ksenia 
Erdeli is credited as being the driving force behind the twentieth-century ‘Russian School 
of Harp Playing’ (Patrick 1983, p. 45; Yampol’sky 1980, p. 226). Throughout her career, 
she prepared dozens of harpists, many of whom went on to occupy posts in major 
Russian orchestras. Her accomplishments are all the more remarkable given the fact that 
she lived through one of the most tumultuous periods in Russian history.
Erdeli attended the Smolny Institute in St. Petersburg, where she studied harp 
under Ekaterina Walter-Kuehne. She was inspired to pursue the harp after hearing Zabel 
play his cadenzas in Tchaikovsky’s Swan Lake (Patrick 1983, p. 45). Shortly after 
graduating from the Institute, Erdeli won the position of assistant principal harpist with 
the Bolshoi Theatre Orchestra, only to become principal harpist a year later. She held 
this position for eight years until she returned to St. Petersburg with her husband.
In 1908 Erdeli was the first Russian harpist to perform Ravel’s Introduction et 
Allegro (Patrick 1983, p. 45). In 1913 she had the enviable distinction of accompanying 
the legendary ballerina Anna Pavlova in her immortal performance of The Dying Swan. 
Erdeli survived the upheaval of the December Uprising of 1905, World War I, and the
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Bolshevik Revolution of 1917. In 1918 she returned to Moscow to head the 
Conservatory's harp department, replacing Slepushkin, who had recently died.
IIlus. 43: Ksenia Erdeli. Photo courtesy The American Harp Journal.
Erdeli worked with determination to prepare poorly trained students and to 
improve the condition of the harp department as a whole (Govea 1995, p. 89). As well, 
she actively sought to expand the harp’s repertoire, fighting for the publication of older 
works, transcribing Russian and foreign literature, composing light pieces, and aiding 
Reinhold Gliere in the composition of his exuberant concerto.
During this time, she resumed her post with the Bolshoi, until 1938. Troubles 
again beset Erdeli as she battled the isolation brought about by Stalinist repression. Even
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during those years, however, she was able to maintain contact, albeit limited, with her 
western colleagues Grandjany and Salzedo (Patrick 1983, p. 46).
After World War II, when artists were allowed to return to Moscow and other 
Russian European cities, Erdeli re-established the Moscow Conservatory harp 
department. Her musicianship brought her into contact with many famous Russian 
musicians, including Koussevitsky, Prokofiev, Rachmaninoff, and Rimsky-Korsakov 
(Govea 1995, pp. 86, 88. 91; Patrick 1983, pp. 45-46). She was made People’s Artist of 
the U. S. S. R. in 1966, and by her death, she had become one of the Soviet Union’s most 
revered musicians (Patrick 1983, p. 45). In the foreword to Erdeli’s autobiography The 
Harp in My Life, Soviet cellist and critic B. V. Dobrokhotov writes of her: ‘We are often 
the ungrateful contemporaries of great artists. We live side by side them... Yet, we never 
quite realise how lucky we are just to be associated with such... personalities’ (Patrick 
1983, p. 45) [see Illus. 43].
Harpo Marx (b. 1888, New York City; d. 1964, Los Angeles). In his 
autobiography Harpo Speaks, Harpo recalls having played the harp on his left shoulder 
for two years until he saw a picture of an angel playing the harp in a department store 
window on its right shoulder (McLaughlin 1983, p. 51). Although also a pianist and 
clarinettist, Harpo arguably most loved the harp. Even after his retirement, he continued 
to practise for three hours each day (McLaughlin 1983, p. 51).
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Illus. 44: Harpo Marx. Photo courtesy The American Harp Journal.
Harpo studied with Mildred Dilling, and his repertoire included Ravel’s 
Introduction et Allegro, Salzedo’s Chanson dans la Nuit, and Zabel’s La Source.
Because Harpo could not read music, he never played the Ravel work with an orchestra. 
He had learned the piece by ear -  with rhythmic alterations (McLaughlin 1983, p. 51).
His repertoire also included jazz and popular music, pieces he had also learned by ear or 
else ones written out by his son Bill in a code they had devised (McLaughlin 1983, p. 51).
Harpo’s harp was first heard accompanying the Four Nightingales, the name of 
one of the Marx Brothers’ early singing groups. In addition to featuring in Marx Brothers 
films, Harpo appeared as guest star on the television shows of Lucile Ball, Donald
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O'Connor, Red Skelton, and Ed Sullivan. Harpo’s career spanned the globe. The
entertainer spent four years during World War II performing for American troops and
gave benefit concerts for orchestras, appearing as the conductor Arturo Harponini. He
was also the first American to perform in the U. S. S. R. after World War II (Brock et al.
1999, [Online] Available: http://www.cybermusician.com/column.asp).
In collaboration with his son Bill, Harpo cut two solo harp albums, Harpo in Hi-
Fi (1957) and Harpo at Work (1959), under the Mercury Records label. For several
years, he collaborated on many films with swing harpist Laughton (McLaughlin 1980, p.
38). His unique contribution to society was summed up by the following quotation:
There will never be another poetic figure, with your humanistic concern, whose 
philosophy is laughter. A kindly sort, without belittling his fellow man. You didn’t have 
to speak -  each gesture is sheer elocution. Your very presence proved ‘Silence is 
Golden.’ (Red Skelton, upon Harpo’s retirement, as cited in McLaughlin 1983, p. 52)
[see Illus. 44].
Edward Vito (b. 1901, Chicago; d. 1990, Boca Raton, Florida). Since Edward 
Vito's childhood, the harp had always been a part of his life. His father both played and 
traded Erard single-action pedal harps. Raised on Chicago’s West Side, in an ethnic 
enclave of European immigrants, the musically gifted Vito was given his first harp lesson 
at the age of nine by his older brother Joseph, who had succeeded Enrico Tramonti as 
principal harpist with the Chicago Symphony. This first harp lesson proved to be a 
turning point in young Vito’s life as he subsequently shifted the focus of his attention 
away from the piano and onto the harp.
After study with Tramonti and later at the Cincinnati College of Music, Vito 
assumed his first harp position, with the Cincinnati Symphony at the age of fifteen. In
119
the early 1920s, the medium of radio was sweeping America. In 1928 Vito resigned his 
post with the Cleveland Symphony Orchestra to become an arranger and principal staff 
harpist with the N. B. C. orchestra. Throughout his radio career, which lasted twenty-five 
years, Vito gave over 1,500 performances on air, including myriad radio premieres for 
nationwide audiences (Brigid Roman 1987, p. 5).
The radio medium, which grew rapidly during the Depression due to its provision 
of relatively inexpensive entertainment, became a fiercely contentious one as rival 
broadcasting companies competed for listenership. In an effort to surpass C. B. S., Vito, 
along with other elite musicians, was chosen by N. B. C. to become part of its Symphony 
Orchestra, under the direction of Toscanini (Brigid Roman 1987, p. 4). In 1940 Vito 
toured South America with the Symphony; in 1950, the orchestra made its now legendary 
transcontinental North American tour. When Toscanini retired, the symphony was 
dissolved, only later to re-emerge as the Symphony of the Air, completely independent of 
N. B. C. In 1955, under government sponsorship, the group made a tour of Asia with 
Vito playing Ravel’s Introduction et Allegro. After a three-month government-sponsored 
international tour with flautist Arthur Lora, Vito was named ‘Musician of the Year’ for 
1958 by the University of the Philippines (Brigid Roman 1987, p. 7).
In addition to radio, Vito played for numerous television shows, including 
‘George Gobef, ‘Producer’s Showcase’, and ‘Wide, Wide World’. In his retirement,
Vito taught at the University of Miami, played with the Miami Symphony, helped found 
the American Harp Society, and carried out a solo tour of Asia and Asia Minor. For more
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Illus. 45: Edward Vito with flautist Arthur Lora during their Cultural Exchange 
Tour, 1957. Photo courtesy The American Harp Journal.
than sixty years, Vito contributed to the advancement of the harp, exposing it to the 
public in a multitude of popular ways [see Illus. 45].
Nicanor Zabaleta (b. 1907, San Sebastian, Spain; d. 1993, San Juan, Puerto 
Rico). Nicanor Zabaleta, perhaps more than any other harpist of the twentieth century, 
with the exception of Dilling, is most responsible for increasing the exposure of his 
instrument. He graduated from the Madrid Conservatory with highest honours at the age 
of thirteen, after only five years of study. Zabaleta had also studied with Luisa 
Menärguez, who had won first prizes at the Paris Conservatory under Hasselmans and in 
Berlin under Posse. At the age of eighteen, he went to study privately with Toumier.
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After losing, to Menärguez, a contest for a position on the Madrid Conservatory faculty, 
Zabaleta left for the Americas.
He made his debut in America in 1934, at the height of the Depression. In 
addition to solo tours of Central and South America, which he made for twenty years, he 
also performed in Europe, Japan, and the Middle East giving more than 2,500 recitals 
(Weidensaul 1980, p. 5). Like Berghout, he ceased performing transcriptions and works 
of nineteenth-century harpists, opting to play original harp compositions of the twentieth 
century (Weidensaul 1980, p. 5). The numerous recordings he made throughout his 
career under the Deutsche Grammophone label, which include those of almost every 
major harp concerto, won him a number of international prizes (Govea 1995, p. 309).
Like Clelia Gatti-Aldrovandi, he worked tirelessly to expand the harp’s repertoire. 
Numerous contemporary harp works were dedicated to him, including Rodrigo’s 
concertos and Tailleferre’s Sonata. Although he did not commission the work, Zabaleta 
gave the world premiere of Ginastera’s Harp Concerto with Ormandy and the 
Philadelphia Orchestra. He also worked to recover compositions by Spanish Renaissance 
masters (Weidensaul 1980, p. 5).
Zabaleta performed with over three hundred of the world’s leading orchestras 
(Weidensaul 1980, p. 5). His numerous recitals, orchestral engagements, and 
collaboration with DGG brought the harp to people of many generations worldwide and 
increased its stature as a solo instrument. In addition to these achievements, Zabaleta was 
honoured with the Grand Prix du Disque in France and the Edison Prize in the 
Netherlands (Govea 1995, p. 309) [see Illus. 46].
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Illus. 46: Nicanor Zabaleta. Photo courtesy The American Harp Journal.
Alice Chalifoux (b. 1908, Birmingham, Alabama). One of the greatest orchestral 
and solo harpists of the twentieth century, Alice Chalifoux began her study of the harp at 
the age of twelve. At the age of eighteen, Chalifoux entered the Curtis Institute as a pupil 
of Salzedo. Initially, Chalifoux’s colleagues were all well advanced beyond her, and she 
had to cope with learning the Salzedo Method (Simpson, 1982, p. 4). However, in 1931, 
in her fourth and final year of study at the Institute, she won an extended contract as 
principal harpist with the Cleveland Orchestra. Upon graduation, she was also offered 
positions on the faculties of the Cleveland Institute of Music and Western Reserve
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Illus. 47: Alice Chalifoux. Photo courtesy The American Harp Journal.
University -  now Case Western Reserve University. Subsequently, she held additional 
teaching positions at the Oberlin Conservatory of Music and the Baldwin-Wallace 
Conservatory.
Chalifoux held her position with the Cleveland Orchestra for forty-three years 
until her retirement in 1974. During her orchestral tenure, she played under many of the 
greatest conductors of the twentieth century, including Leinsdorf, Maazel, Rodzinski, 
Sokoloff, and Szell. Moreover, she made an award-winning recording of the Debussy 
Danses with Boulez. Opting to devote the rest of her career to instruction, she continued
to teach at Ohio universities until 1997.
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Upon the death of Salzedo, Chalifoux assumed responsibility of the Salzedo 
Summer Harp Colony of America, to which she herself had gone for many years. One of 
Salzedo’s greatest pupils and an award-winning string teacher, many of her students 
occupy major positions at universities and in orchestras throughout the world, are 
virtuoso soloists in high demand, and are recording artists. Her legacy remains both her 
orchestral and teaching careers [see Illus. 47].
Phia Berghout (b. 1909, Amsterdam; d. 1993, Doom, the Netherlands). Phia 
Berghout persists as one of the twentieth century’s most outstanding promoters of the 
harp. She studied with Rosa Spier at the Royal Conservatorium, replacing her teacher 
when the Jewish Spier, after having survived the Theresienstadt concentration camp, left 
to become principal harpist with the Radio Philharmonisch Orchestra. After World War 
II, Berghout helped form the Amsterdam Chamber Music Group, which toured widely 
(Govea 1995, p. 25). It was while in her post at the Amsterdam Concertgebouw, which 
she occupied from 1945 to ‘61, that Berghout began to think more about the plight of 
young musicians struggling to enter the professional arena. As a result of sharing her 
ideas with her colleagues and van Beinum, the orchestra’s conductor, she became 
convinced of the necessity for a place where young, struggling musicians could meet and 
exchange ideas (Govea 1995, pp. 25-26).
Her brainchild, Harp Week, was the result of her lifelong desires of increasing the 
stature of her instrument and assisting in the development of young musicians. The first 
National Harp Week was held in 1954. At the first International Harp Competition in 
Israel, Berghout became convinced of the need for further Harp Weeks and for a musical
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retreat for all young musicians. Two years later, she resigned her post with the 
Concertgebouw in order to devote more time to her dream’s fulfilment. Eventually, she 
found ‘a place of retreat and musical renewal’, the seventeenth-century estate of 
Queekhoven, which became the venue of International Weeks for various other
Ulus. 48: Phia Berghout. Photo courtesy Wenonah Milton Govea Nineteenth- and 
Twentieth-Century Harpists: A Bio-Critical Sourcebook.
instruments (Govea 1995, pp. 27-28). Harp Week came to an end in 1983,with the World
Harp Congress’s first meeting in July of that year. Today, harpists of all ages continue to 
benefit from Berghout’s vision and her tenacity (Govea 1995, pp. 27-28) [see Illus. 48].
Acacia Brazil de Mello (b. 1921, Rio de Janeiro). De Mello began her study of 
the harp at the age of nine, with Lea Bach who, originally from Spain, had studied with 
Kahn. De Mello’s instructor at the Rio Instituto Nationale de Musica, Jandyra Costa,
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helped prepare her for a professional career. Upon the death of Costa, de Mello assumed 
her role as head of the Institute's harp department, a position she held for twenty-four 
years, until her retirement in 1991.
When she assumed this position, she was faced with numerous obstacles, such as 
well-used instruments (Govea 1995, p. 53). De Mello successfully revitalised the 
department, basing it on the ‘French Method’. In addition to successfully campaigning 
for the school’s acquisition of music, new strings, and both Lyon & Healy and European- 
model harps, de Mello introduced her students to the international harp scene. She also 
arranged indigenous folk music for both solo and ensemble harp (Govea 1995, p. 53). By 
her retirement, there were twenty-five harp students at the Institute (Govea 1995, p. 53).
In addition to her tenure with the Symphony Orchestra, de Mello served on the 
jury of the International Harp Competition in Israel in 1973 and 1976, founded the Rio de 
Janeiro Chapter of the American Harp Society in 1977, and served as an inaugural board 
member of the World Harp Congress in 1983. Today, de Mello’s students and theirs 
continue to expose the instrument to South American audiences.
Dorothy Ashby (b. 1932, Detroit; d. 1986, Santa Monica, California). Following 
in the footsteps of Reardon and Mills, Dorothy Ashby became a celebrated jazz harpist. 
Her roots were from Detroit, where she grew up a few blocks from the riots of 1967. As 
a child, she learned chords on the piano from her father who was a jazz guitarist. Though 
her family was poor, Dorothy was able to attend Wayne State University, where she 
majored in music education with piano as her applied instrument. In Detroit, she gained
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professional experience as a jazz musician, free-lancing on the piano and playing jazz 
gigs with her father and brother, a flutist and saxophonist.
Ashby had completed all but the last segment of her course at Wayne State 
University before deciding against a career in teaching. Subsequently, she played piano 
in clubs and later obtained a harp. She formed many jazz groups, and together they 
toured the eastern United States, Canada, and Bermuda. Members of her group were 
often ‘discovered’ and went to New York City to work with artists such as Miles Davis 
(McLaughlin 1982, p. 32).
Ashby’s big break came when Frank Wess, flute-and-sax man with the Count 
Basie Band, heard her in a club and asked her to cut an album with him (McLaughlin 
1982, p. 32). Ashby became an overnight success with the release of Jazz Harpist 
Dorothy Ashby. She later cut numerous other records including Hip Harp (re-released by 
Prestige Records as The Best o f Dorothy Ashby), The Rubaiyat o f Dorothy Ashby,
Dorothy 's Harp, and Dorothy Ashby Afro-Harping. Moreover, she played with such 
greats as Louis Armstrong, Ellington, Dizzy Gillespie, Lionel Hampton, and Woody 
Herman (McLaughlin 1982, p. 32).
In 1973 Ashby moved with her husband, John, a writer and artist, to Los Angeles, 
where she recorded with Earth, Wind & Fire, as well as Johnny Mathis, Diana Ross, 
Stanley Turrentine, Dionne Warwick, and Stevie Wonder. Ashby influenced many of the 
leading jazz harpists of the late-twentieth and early-twenty-first centuries, including 
Deborah Henson-Conant (Escosa 1988, p. 35). Ashby stated succinctly: ‘I wanted to be 
good at what I liked - 1 loved jazz, and did it!’ (McLaughlin 1982, p. 33) [see Illus. 49].
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lllus. 49: Dorothy Ashby. Photo courtesy The American Harp Journal.
Naoko Yoshino (b. 1967, London). Naoko Yoshino’s mother was both a pianist 
and a harpist who had studied with three famous harpists: Josef Molnar, Korchinska, and 
McDonald. In the 1960s, her mother became the first Japanese harpist to give a full 
recital in her home country of Japan (Govea 1995, p. 303).
At the age of three, Yoshino began attending the ‘Music Class for Children’ at the 
Toho Conservatory; at the age of five, she began her study of the piano. Her father’s 
work as a banking official brought her family to Los Angeles, where Yoshino, at the age 
of six, came under the tutelage of McDonald. When she was nine years old, Yoshino’s 
family returned to Japan. Yoshino continued her studies in piano and harmony 
throughout her years at the International Christian University, where she majored in
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Western Art History. However, Yoshino had no other harp instructors besides her mother 
and McDonald.
In order to continue her studies with McDonald, Yoshino spent extended periods 
of time in America for intensified lessons. These periods lasted for weeks in the winter 
and for a month in the summer. Between these times, she sent cassettes of her playing to 
McDonald who replied with constructive criticism.
Illus. 49: Naoko Yoshino. Photo courtesy Wenonah Milton Govea Nineteenth- and 
Twentieth-Century Harpists: A Bio-Critical Sourcebook.
From 1977 to ‘87, Yoshino gave annual recitals in Japan (Govea 1995, p. 304). In 
1979 she won the Los Angeles Young Musicians Foundation audition, through which she
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appeared in many recitals on both harp and piano, live and on television in the Los 
Angeles viewing area. At the age of thirteen, Yoshino took Second Prize at the First 
International Harp Contest held by the Santa Cecilia Academy in Rome. Four years later, 
at the age of seventeen, she won First Prize out of a field of thirty-three contestants from 
fourteen countries at the Ninth International Harp Competition in Israel.
Since that time, she has continued to perform internationally, appearing as 
chamber musician, solo recitalist, and orchestral soloist with the world’s leading 
orchestras. In 1987 she debuted at New York City’s Merkin Hall, and in 1990, in 
London, performing Mozart’s Concerto for Flute and Harp with James Galway. She 
returned to Japan from 1991 to ‘92, giving concerts at Tokyo’s Casals Hall. On 9 April 
1994 she gave an historic recital in the Sistine Chapel to commemorate the completion of 
the restoration of Michelangelo’s masterpieces. A recording artist, Yoshino represents 
the future of harp playing [see Illus. 50].
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Conclusion: The Harp in the Twenty-First Century
For almost three hundred years, the pedal harp has experienced constant change. 
Three aspects of the life the instrument now enjoys -  structural, musical, and communal -  
emerged in the eighteenth, nineteenth, and twentieth centuries respectively. Solving the 
problem from the previous century, each era also brought forth at least one significant 
improvement. As in the three preceding centuries, the twenty-first-century harp 
continues to evolve with respect to design, music, and depth of community.
The seventeenth-century lever harp was a vastly superior instrument to even its 
most recent predecessors, the chromatic harp and the non-lever Baroque harp. It 
represented the most advanced thought on frame harps for its day. On the new 
instrument, harpists could produce chromatic notes with considerably less difficulty. 
However, the lever system had its own drawbacks, including its inability to play in all 
twenty-four keys.
The eighteenth century rectified the age-old problem of modulation with the 
inventions of both the single- and double-action pedal harps. While the double-action 
pedal harp was technically conceived in the nineteenth century, it arguably belongs to the 
eighteenth century, because it was the product of that century’s toil and experimentation. 
Moreover, it was invented just before the close of the eighteenth century’s Classical era 
and the opening of the nineteenth century’s Romantic era. In addition to solving the 
problem of modulation, which had mystified all previous eras, the century brought forth 
the fundamentals of modern pedal harp technique and witnessed a shift in the possession 
of the instrument from the upper to the middle class. Despite the publication of
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numerous volumes of harp works and a multitude of harp methods, the eighteenth century 
was unsuccessful in carving out a distinctive identity for the instrument.
The nineteenth century, however, remedied this. As harpist-composers began to 
exploit the increased tonal possibilities of Erard’s instrument, a new style of harp writing 
emerged. These composers’ numerous works expanded the tonal idiom of their 
instrument, showcasing sound effects that were impossible to render on keyboard 
instruments and on the lute. The nineteenth century also witnessed the harp’s 
establishing its own significant place within the orchestral milieu. While the amount of 
harp literature was augmented greatly in this century, the quality of most of it had 
adversely affected the instrument’s status among professional musicians by the turn of 
the twentieth century.
Salzedo and other harpists of the twentieth century helped to erase the stigma 
their instrument had incurred due to nineteenth-century harp compositions. Whether by 
their own quality, original works or by commissions, these harpists raised the status of 
their instrument to that of concert level. In addition, these harpists created a thriving 
social and educational community with both breadth and depth. Moreover, they brought 
increased exposure to their instrument, vigorously promoting it throughout the world in 
the classical genre and introducing it to new genres.
As we have seen, the evolution of the harp has always been motivated by the 
necessity to correct a deficiency. What, therefore, are the issues confronting the twenty- 
first century? At present, the harp remains, by and large, almost completely unchanged 
structurally since 1810. While there are now electric and hydraulic harps, the acoustic 
double-action pedal harp is still the most popular concert harp. Moreover, the harp’s
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repertoire continues to gain respect, with the addition of substantial original 
compositions. Finally, the harp world continues to grow as new associations, 
organizations, competitions, publications, and research arise.
While all three aspects of the instrument’s life appear established, each will surely 
change. As ideas in music evolve, and as new genres emanate out of the twenty-first 
century, the harp will likely keep pace. However, these movements may necessitate a 
change in the way harps are constructed once again. In addition, whereas evolutions in 
art music served as the impetus for the harp’s structural metamorphosis in the eighteenth 
century, technology will most likely make the greatest impact on the instrument’s 
physical changes in the twenty-first century.
Will the acoustic pedal harp remain the most popular concert harp? Or will the 
electric harp surpass it? Also, what will be the effect on the acoustic pedal harp’s 
repertoire as composers write more works for the electric harp? Will harp string 
manufacturers produce a completely weatherproof string? Or will the string-free MIDI- 
based laser harp become the next paradigm shift in a global community that is becoming 
increasingly more technology driven? If the acoustic pedal harp is to remain, will 
harpmakers produce a lighter weight, more easily portable instrument?
With respect to community, the pedal harp has yet to gain a strong foothold in 
most of Africa. While this type of harp exists in South Africa, and while harpists, like the 
Boston Symphony Orchestra’s Ann Hobson Pilot, have worked to expose it to other 
African nations, the instrument remains virtually unknown to the planet’s second largest 
continent. Similarly, the instrument has yet to make wide inroads into the Middle East,
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the Indian subcontinent, central and southeast Asia, and the South Pacific. These issues 
must be addressed in the new century.
The changes that the instrument experienced in the eighteenth, nineteenth, and 
twentieth centuries are not the end. Numerous aspects of its world will evolve as harpists 
seek to extend their instrument’s sphere of influence. In addition to its physical 
appearance, its music, the genres to which it contributes, and its global reach will be 
altered significantly in, but also by, an increasingly interconnected, highly dynamic 
world. The harp is fast approaching a watershed of great magnitude.
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Soundtrack
This presentation will give visitors to the website the opportunity to hear how 
music for the pedal harp has evolved over the last three centuries. Located on the last 
page of the internet site, this presentation, comprised of eleven excerpts of pivotal works, 
will have a duration of approximately fifteen minutes.
The following excerpts have been selected for inclusion in the virtual exhibition:
Baroque Era -  J. S. Bach Suite No. 1 in E Minor for the Lute, BWV 996 (c.1707- 
17),‘Courante’. This suite has been included in the exhibition precisely because it was 
not originally intended for the harp. Conventionally, eighteenth-century music written 
for keyboard instruments and the lute were adapted for the harp and vice-versa. Thus, it 
is entirely plausible and likely that Bach’s Suite, BWV996 was played on the harp.
Classical Era -  C. P. E. Bach Sonata in G maj (1762), ‘Adagio un poco’. 
Although written for the harp, this galant style work indicates it may also be played on 
the harpsichord or piano, common indications for harp music of this time. Replete with 
embellishments, this thinly textured movement is surprisingly chromatic for its time. 
Nevertheless, it could be played with great success on either the chromatic harp or the 
single-action pedal harp, the two most chromatically unrestrictive harps by this era. The 
movement makes use of short-breathed melodic phrases, the Baroque figured bass, and 
binary key progressions.
Romantic Era -  Albert Zabel La Source. A virtuosic programmatic work, La 
Source demonstrates the rich harmonies of Romanticism that were rendered possible on 
the harp with the introduction of Erard’s double-action model. The work of a harpist-
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composer, La Source also demonstrates the lack of thematic substance so commonly 
associated with Romantic harp music.
Turn of the Twentieth Century -  Gabriel Faure Impromptu in D-flat, Op. 86. 
Replete with giant chords, harmonics, chordal glissandos, and brilliant arpeggio passages, 
the lavish Impromptu epitomises French pedal harp music of this era. While its two 
themes are more substantial than those produced by harpist-composers during the 
Romantic era, they arguably suffer at times due to the overuse of enharmonic effects.
1910s -  Salzedo ‘“(Flight)”' (1918). The first of Salzedo’s Five Poetical Studies 
for Harp Alone, ‘ “(Flight) illustrates a decisive departure from the traditions of 
Romanticism. Avant-garde for its time, though no less virtuosic, the sober brilliance of 
‘ “(Flight) stems not from the use of lush chords and glissandos but from the presence 
of surprising intervals, audible in its octave and chordal passages and in its scales, which 
primarily move in parallel thirds and tenths or in opposite directions.
1920s -  Salzedo Pentacle Suite (1928) for two harps, ‘Felines’. Demonstrating 
several timbrel effects Salzedo either discovered or for which he codified notations, the 
suite and the composer’s other works of this decade mark the beginning of the twentieth 
century’s exploration of new tonal effects for and extended performance techniques on 
the harp. Audible in ‘Felines’, the third movement in the suite, are the following timbrel 
effects: pedal slides, whistling sounds, plectric sounds, guitaric sounds, muffled sounds, 
and fluidic sounds and glides.
1930s -  Paul Hindemith Sonata (1939), ‘Mäßig Schnell’. The first movement of 
Hindemith’s sonata shows harp literature’s departure from the conventions of lush chords 
and enharmonic glissandos. In fact, noticeably absent is the usage of rolled chords and
glissandos. Here, the composer places importance on sober melodies and on sound 
progressions that were new for their time.
1940s -  Salzedo Prelude to a Drama (1948). Salzedo based this work on unusual 
intervallic pairings and progressions, and subtle tone colour changes. The primary motif 
recurs with slight variation throughout the foreboding minimalist composition.
1950s -  Germaine Tailleferre Sonate pour harpe (1953), ‘Allegretto’.
Tailleferre’s spirited sonata, while neoclassical in style, is undoubtedly a progressive 
work. In it, she continues the departure away from an overabundant use of glissandos 
and arpeggios in the bravura fashion. Instead, Tailleferre interrupts her contemporary 
melodies and thematic material with chord progressions in a wholly modern style.
1960s and ‘70s -  Benjamin Britten Suite for Harp, Op. 83 (1969), ‘Overture’. 
Britten’s Suite for Harp fuses the conventional with the contemporary. In the 1960s and 
‘70s, while some composers continued to explore extended performance technique on the 
harp, others opted to write contemporary works devoid of such effects. The works they 
contributed to the instrument’s repertoire call attention not to the harp’s timbrel 
capabilities but to the compositions themselves, which succeed in reflecting the 
composer’s musical philosophies faithfully expressed on the harp.
1980s, ‘90s, 2000 -  Glenn Buhr Tanzmusik (1986), ‘Prelude’. The work of 
Canadian composer Glenn Buhr, Tanzmusik vividly demonstrates the harp as an 
instrument completely capable of playing works in the most contemporary musical 
idioms. Minimising the importance of melody, this work explores the harp’s percussive 
and rhythmic potential. The ‘Prelude’ is largely a continuous sequence of adapting,
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almost viral, sounds.
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